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Abstract 
The piano concerto in the late-eighteenth and early-nineteenth centuries was a vehicle for 
the composer or performer to display his virtuosic skill in a concert setting: Ferdinand Ries 
(1784-1838) was one such composer/performer.  Ries was a student and friend of Ludwig van 
Beethoven for many years; a young Ries in fact made his concert debut performing Beethoven’s 
C minor concerto, much to the composer’s approval.  In the Piano Concerto No. 3 in C minor, 
Op. 37 and the two following concertos, Beethoven expanded and developed the concerto as a 
genre by increasing the piano’s activity in the melodic development and interplay with the 
orchestra.  This development of the piano concerto’s form inspired Beethoven’s 
contemporaries—including Ries, who wrote eight concertos for the piano—to increase 
movement length and privilege the virtuoso more.   
In this thesis, I seek to situate Ries as a contributing composer in the development of the 
concerto from Mozart to Schumann.  I first establish Beethoven’s concerto form through formal 
analysis based on Stephan D. Lindeman and Leon Plantinga’s work on the subject.  I then 
examine the general trends in concerto composition in the early nineteenth century: the soloist’s 
increased involvement in thematic material, a more exotic harmonic plan, and an increase in 
virtuosic solo material.  I concentrate mainly on changes to the first movement approach by 
several prolific composers of the period—Dussek, Hummel, and Moscheles.  Finally, I establish 
Ries’s concerto style through comparison to Lindeman’s trends and Beethoven’s changes to the 
concerto genre.  The availability of all eight of Ries’s concertos in full score allows me to 
identify similarities and differences between Ries and Beethoven’s piano concerto style by using 
form, thematic content, and solo-orchestra interaction.   
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Introduction 
 
A Brief History of the Piano Concerto to the 19th Century 
The early Baroque concerto was distinguished by the stile concertato, which was 
characterized by bringing groups of voices or sonorities together.1 This style first developed at 
St. Mark’s Cathedral in Venice by Giovanni Gabrieli with the sacred concerto, a large-scale 
work involving multiple groups of instrumentalists and vocalists.   The idea of multiple 
instrumental groups still existed as three types of concertos arose in the eighteenth century: solo 
concerto, concerto grosso, and instrumental concerto.  With a total output of around 500, 
Antonio Vivaldi (1678-1741) was one of the more prolific composers of the concerto; of the 350 
solo concertos, his 230 violin concertos reflect the violin’s popularity as a solo instrument.2 
Contrasting textures characterize Vivaldi’s first-movement ritornello form: the melodic content 
alternates between a returning theme played by the main orchestral group and new themes played 
by the featured soloist(s).   
Yet the violin slowly ceded popularity to the piano during the eighteenth century, such 
that the most popular concerto instrument by century’s end was the piano.  Michael Thomas 
Roeder identifies four distinct reasons for this change from violin to piano: its distinct sonority 
contrasts sharply with the orchestra compared to the violin or flute, which are themselves already 
part of the orchestra; it is the only instrument whose range and “textural complexity” can 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1 Michael Thomas Roeder, A History of the Concerto (Portland, OR: Amadeus Press, 
1994), 17.  The etymology of concerto comes from: the Latin concertare meaning “to contend, 
 
2 Michael Talbot, “Vivaldi, Antonio,” Grove Music Online, Oxford Music Online, Oxford 
University Press, accessed June 30, 2015, 
http://www.oxfordmusiconline.com.proxy.libraries.uc.edu/subscriber/article/grove/music/40120p
g5.	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compare to the orchestra; it can provide its own melody and harmonic accompaniment; and it 
can sonically compete with the orchestra in terms of sound production.3   
The piano’s prominence in concerto composition is reflected in the prolific output of 
several composers working in Vienna in the late eighteenth century: Georg Christoph Wagenseil, 
Joseph Anton Steffan, Leopold Kozeluch, and Wolfgang Amadeus Mozart all wrote more than 
twenty concertos for keyboard.  However, scholarship on the concerto as a genre has focused 
primarily on the ritornello form prominently used by Antonio Vivaldi in his numerous concertos 
and in the “Brandenburg” Concertos of Johann Sebastian Bach; the high Classical concertos of 
Wolfgang Amadeus Mozart; or the Romantic concertos of Frederic Chopin, Robert Schumann, 
Johannes Brahms, and Franz Liszt.  Despite the abundance of concertos composed from the late 
Classical to early Romantic periods, Mozart and Beethoven’s concertos receive the most 
attention. 
With the piano’s rise came new formal structures: ritornello form merged with sonata 
form to create a hybrid form in first movements.  Theorists in the late eighteenth century thus 
changed their descriptions of the concerto from one based on contrasting textures to one based 
on harmonic plan and thematic development.4  The first-movement form of Mozart’s concertos 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
 
3 Roeder, A History of the Concerto, 103-4. 
 
4 Thomas B. Milligan, The Concerto and London’s Musical Culture in the Late 
Eighteenth Century (Ann Arbor, MI: UMI Research Press, 1983), 63-64.  For more about 
concerto form see: John Culshaw, The Concerto (Westport, CT: Greenwood Press, Publishers, 
1979); Robert Layton, ed.  A Companion to the Concerto (London: Christopher Helm, 1988); 
Rey M. Longyear, Nineteenth-Century Romanticism in Music.  2nd ed.  (Englewood Cliffs, NJ: 
Prentice-Hall, Inc., 1973); Leon Plantinga, Romantic Music: A History of Musical Style in 
Nineteenth-Century Europe (New York: W.W. Norton & Company, 1984); Jane R. Stevens, 
“Theme, Harmony, and Texture in Classic-Romantic Descriptions of Concerto First-Movement 
Form,” Journal of the American Musicological Society 27, no. 1 (1974): 25-60; and Jane R. 
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in particular is a focus of many scholars, including James Hepokoski and Warren Darcy.5  In 
Elements of Sonata Theory: Norms, Types, and Deformations in the Late-Eighteenth-Century 
Sonata, Hepokoski and Darcy chose to analyze only Mozart’s concertos because they were the 
“richest of their time and probably the most influential for later generations of composers” and 
also are a large enough group “to permit the reconstruction of a constellation of flexible norms, 
one relevant to any comparable study on the works of other composers.”6 Hepokoski and Darcy 
use Mozart’s concertos as exemplars of the Type 5 Sonata. While my analysis will include 
Hepokoski and Darcy’s basic structure and terminology for a Type 5 Sonata as a framework, I 
will be mindful of their injunction that Mozart’s concertos “should not be elevated into pan-
European norms for the decades around 1800.”7  The work of Leon Plantinga and Stephan D. 
Lindeman will also feature in my analysis.  
Beethoven elevated the piano to a heroic status in his fourth and fifth piano concertos.  
Likewise, his contemporaries like Dussek, and successors such as Ries, Hummel, and Moscheles 
increased the piano’s involvement in the concerto to display the performer’s virtuosic talent.  
This next generation of composers provided new models for performers and composers in the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
Stevens, The Bach Family and the Keyboard Concerto: The Evolution of a Genre (Warren, MI: 
Harmonie Park Press, 2001). 
 
5 James Hepokoski and William Darcy, Elements of Sonata Theory: Norms, Types, and 
Deformations in the Late-Eighteenth Century Sonata (Oxford: Oxford University Press, 2006). 
Other works include: John Irving, Mozart’s Piano Concertos (Burlington, VT: Ashgate, 2003); 
Simon P. Keefe, Mozart’s Piano Concertos: Dramatic Dialogue in the Age of Enlightenment 
(Rochester, NY: Boydell Press, 2001); Neal Zaslaw, ed., Mozart’s Piano Concertos: Text, 
Context, Interpretation, (Ann Arbor, MI: The University of Michigan Press, 1999). 
 
6 Ibid., 469.   
 
7 Ibid. 
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1830s.8  These early nineteenth century concertos have been named “virtuoso concertos” due to 
the increased virtuosic material in the soloist part; this also affects the orchestra, whose role in 
any thematic dialogue with the soloist is decreased.  As Claudia Macdonald notes, the virtuoso 
concerto is not necessarily inferior to the classical concerto as a result, just different; the main 
drawback is an underutilization of the orchestra’s forces.9  However, this scaling back of the 
orchestra’s role was not purely an artistic choice; composers had a practical reason for reducing 
the orchestra.  For a virtuoso composer and performer traveling across Europe, it was important 
to be able to quickly put on a concert without substantial rehearsal time with the local orchestra: 
simpler orchestral parts and a reduced role in the concerto would facilitate this, even allowing a 
soloist to perform the concerto without orchestra if absolutely necessary. 
Ferdinand Ries (1784-1838) was one of these traveling virtuosos and composers, 
composing eight concertos for the piano over a thirty-year period.  As a young man, he was the 
first to perform in public as a “student of Beethoven,” playing Beethoven’s C minor concerto, 
Op. 37, to great praise from the composer.10  Cecil Hill has written a biography and compiled a 
thematic catalogue for the composer, but there is no comprehensive study of Ries’s oeuvre and 
no study of Ries’s complete concerto output.11   This is probably due to the fact that editions of 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
8 Claudia Macdonald, Robert Schumann and the Piano Concerto (New York: Routledge 
Taylor & Francis Group, 2005), 1. 
 
9 Macdonald, Robert Schumann and the Piano Concerto, 34-35. 
 
10 Franz Wegeler,  Beethoven Remembered: The Biographical Notes of Franz Wegeler 
and Ferdinand Ries, trans. Frederick Noonan (Arlington, VA: Great Ocean Publishers, 1987), 
101-2. 
 
11 These works are: Cecil Hill, Ferdinand Ries: A Study and Addenda (Armidale, NSW: 
Department of Music University of New England, 1982) and Cecil Hill, Ferdinand Ries: A 
Thematic Catalogue (Armidale, NSW: University of New England, 1977).  Hill also compiled a 
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Ries’s concertos have only been publicly available since the early twenty-first century thanks to 
Artaria Editions and the German publishing house Ries & Erler.12  Indeed, Ries is fortunate in 
this regard: his complete concertos have been published and are available for study.  On the other 
hand, contemporaries like Hummel, Dussek, and Moscheles, though equally prolific, enjoy no 
modern publications of their full concerto outputs.13   
In order to determine the place of Ries’s piano concertos in the development of the 
concerto as a genre, I will follow a multi-step process.  First, by using Plantinga and Lindeman’s 
research I will establish Beethoven’s concerto form: the first two concertos show a more direct 
influence from Mozart while the final three show development into Beethoven’s “heroic” style.  
After establishing this style as a reference for composers of concertos in the early nineteenth 
century, where the pianist is the “leader” of the concerto rather than just a participant, I will 
analyze Ries’s eight piano concertos with emphasis on form, melodic content, and solo-orchestra 
interaction.  My formal analyses will include all three movements with primary emphasis on the 
first movement and secondary emphasis on the second and third movements.  I will analyze the 
first-movement form of these concertos using concepts of ritornello form and sonata form that 
Plantinga and Lindeman use in their studies, as well as those concepts in Hepokoski and Darcy’s 
Elements of Sonata Theory. 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
collection of letters: Ferdinand Ries, Briefe und Dokumente, ed. Cecil Hill (Bonn: L. Röhrscheid, 
1982). 
 
12 The Ries who cofounded Ries & Erler in 1881 is Franz Ries, nephew of Ferdinand 
Ries.  Thomas M. Langner, “Ries & Erler,” Grove Music Online, Oxford Music Online, Oxford 
University Press, accessed June 30, 2015, 
http://www.oxfordmusiconline.com.proxy.libraries.uc.edu/subscriber/article/grove/music/23446. 
 
13 I will address this issue and the issue of piano reductions in Chapter 2. 
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In Chapter 1, I will establish the changes to the classical concerto model that Beethoven 
made in his concertos.  After briefly describing the circumstances of each concerto composition, 
I will explain several modifications Beethoven made to the first-movement form: the key of the 
secondary theme in the opening ritornello, unusual key changes from movement to movement, 
incorporating links or transitions from middle to final movements, and expanding the role of the 
soloist. 
In Chapter 2, I will explore the compositional trends at the turn of the nineteenth century 
by examining concertos of several major composers: Dussek, Hummel, and Moscheles.  These 
trends include: increasing the prominence of the soloist through its introduction of new themes, 
expanding the harmonic language throughout, eliminating improvised cadenzas and instead 
increasing overall virtuosity, and altering the first-movement form to introduce the soloist earlier.  
(Due to lack of available full scores I will concentrate on the first-movement form as Lindeman 
does in his research.) 
In Chapter 3, I cover Ferdinand Ries’s biography and analyze his concerto style.  I will 
examine Ries’s concertos with respect to the trends discussed in Chapter 2.  However, thanks to 
the availability of Ries’s concertos in full score, I am also able to examine all three movements 
and juxtapose his concerto style with Beethoven’s.  I will conclude by briefly contrasting Ries’s 
approaches to the concerto with those of the next generation of concerto composers, including 
Mendelssohn and Liszt.  This group of composers broke the Classical concerto-sonata form first 
movement, challenging the orchestra’s control by introducing the soloist at the outset of the 
concerto.  While both approaches are similar, this key difference is noticeable. 
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Chapter 1: Beethoven’s Experiments with the Piano Concerto 
 
Inheriting the Mozartean Piano Concerto 
In Structural Novelty and Tradition in the Early Romantic Piano Concerto, Stephan D. 
Lindeman concludes that while Beethoven created a new standard for the piano sonata, string 
quartet, and symphony through experimentation with each genre’s basic structure, the same 
cannot be said of his essays in concerto form.14  Leon Plantinga argues in Beethoven’s 
Concertos: History, Style, Performance that Beethoven, in his five complete piano concertos, 
transitions from a more classical model of the genre to the model on which future Romantic 
composers based their concertos.15  As a young man, Beethoven did develop a piano concerto in 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
14 Stephan D. Lindeman comes to this conclusion in the opening chapter of Structural 
Novelty and Tradition in the Early Romantic Piano Concerto (Stuyvesant, NY: Pendragon Press, 
1999), 13-20.  Other concertos or concerto-like works composed by Beethoven include the 
Triple Concerto in C for violin, cello, and piano, Op. 56; the Violin Concerto in D, Op. 61; a 
piano transcription of the violin concerto; and the quasi-concerto Choral Fantasy in C minor, 
Op. 80.  Lindeman and Plantinga cite several other concertos that exist in unfinished states, 
mostly from Beethoven’s childhood in Bonn—these works include: a solo-only manuscript of a 
Piano Concerto in E-flat, WoO 4 (1784); a Romance cantabile in E minor for keyboard, flute, 
bassoon, and small orchestra, Hess 13 (c. 1786); sketches for an Oboe Concerto in F, Hess 12 
(1792-3?); and a fragment of a Violin Concerto in C, WoO 5 (c. 1790-2). For more on these 
pieces see Leon Plantinga, Beethoven’s Concertos: History, Style, Performance (New York: 
W.W. Norton & Company, 1999). 
 
15 Scholarship on the concertos of Ludwig van Beethoven and his successors is 
surprisingly limited in comparison to the scholarship on Mozart’s concertos.  There are of course 
less comprehensive studies of the concerto of this period: L. Poundie Burstein, “The Off-Tonic 
Return in Beethoven’s Piano Concerto No. 4 in G Major, Op. 58, and Other Works,” Music 
Analysis 24, no. 3 (October 2005): 305-47; Geoffrey Block, “Organic Relations in Beethoven’s 
Early Piano Concerti and the ‘Spirit of Mozart,’” in Beethoven’s Compositional Process, ed. 
William Kinderman, 55-81 (Lincoln, NE: University of Nebraska Press, 1991); Adena Portowitz, 
“Innovation and Tradition in the Classic Concerto: Mozart’s K. 453 (1784) as a Model for 
Beethoven’s Fourth Concerto (1805-6),” Beethoven Journal 12, no. 2 (Winter 1997): 65-72; 
Hans-Werner Küthen, “Gradus ad partituram: Appearance and Essence in the Solo Part of 
Beethoven’s Piano Concertos,” Beethoven Forum 9, no. 2 (Fall 2002): 137-70; Michael C. Tusa, 
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E-flat, WoO 4, though the orchestra parts exist only as a transcribed piano part;16 in fact his first 
complete work in the genre is his Piano Concerto No. 2 in B-flat, Op. 19.  Despite being 
numbered as the second piano concerto thanks to its publication date, Beethoven actually 
completed this work before the Piano Concerto No. 1 in C, Op. 15.  As described by Plantinga, 
the Op. 19 concerto “has by far the most complex history of any of Beethoven’s works in the 
genre” because Beethoven constantly altered and improved upon the Op. 19 concerto after 
playing it many times in performance while on tour, never fully satisfied with the work.17  The 
first two concertos are some of the first published works by Beethoven for a full orchestra, and 
the orchestration and form are not dissimilar to Mozart’s late concertos—the Op. 19 concerto 
even has the same key and orchestration as Mozart’s last concerto, K. 595, while Op. 15 includes 
clarinets, trumpets, and timpani much like Mozart’s C major concertos K. 415/387b, 467, and 
503.18   
Beethoven wrote the Piano Concerto No. 3 in C minor, Op. 37, during the beginning of 
his middle period (1803-1812), and the work shows the changing soloist/orchestra dynamic that 
he continued to develop in the final two concertos.  The opening movement begins with a 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
“Reading a Relationship: Solo-Tutti Interaction and Dramatic Trajectory in Beethoven’s Second 
Piano Concerto,” Journal of Musicology 29, no. 1 (Winter 2012): 44-84;  
 
16 Plantinga, Beethoven’s Concertos, 31-41.  Fragments of three other concertos also exist 
from Beethoven’s time in Bonn: a Romance cantabile for keyboard, flute, bassoon, and orchestra 
in E minor, Hess 13 (c. 1786); a violin concerto in C, WoO 5 (c. 1790-2); and Op. 19 fragments, 
including what was probably the original finale that Beethoven eventually scrapped and is now 
the Rondo in B-flat, WoO 6. 
 
17 Plantinga, Beethoven’s Concertos, 60.  This includes replacing a possible finale Rondo 
movement, now known as WoO 6, with the present finale. 
 
18 Jeremy Yudkin explores the idea of Beethoven’s “imitation” of Mozart in another 
genre, the string quartet, in Jeremy Yudkin, “Beethoven’s “Mozart” Quartet,” Journal of the 
American Musicological Society 45, no. 1 (Spring 1992): 30-74. 
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lengthy orchestral tutti and ends with the soloist joining the orchestra following the cadenza.  
Taking advantage of the new six-octave piano beginning in the Piano Concerto No. 4 in G, Op. 
58, Beethoven used a wider range and more precise dynamic markings.  Beethoven also features 
the piano’s more powerful tone, using the soloist to state the primary theme without orchestral 
accompaniment to begin the concerto, the first notable example of such an occurrence.19  
Beethoven’s final work in the genre is the Piano Concerto No. 5 in E-flat, Op. 73, also called the 
“Emperor.”20 Although “military” topics and majestic melodies are prevalent in the piece, it 
“lacks the shallow, bombastic virtuoso displays that had become popular among other composers 
of the period.”21  From a formal perspective, Mozart’s “model is clearly perceptible” in each of 
Beethoven’s concertos—first movements are all in sonata form, middle movements feature 
various forms, and final movements are all in rondo form.22   However, Beethoven’s experiments 
with the genre tend not to alter the form, but rather the affect key relationships, increase overall 
movement cohesion, and strengthen the solo-orchestra relationship.  
To better understand these variances to the first-movement approach especially, I will 
briefly review Mozart’s general procedure. Mozart’s twenty-seven piano concertos are the most 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
19 Mozart does incorporate the soloist in the opening measures of K. 271, but the soloist 
alternates with the orchestra in a sort of call and response and does not state the theme alone. 
 
20 Lindeman mentions Beethoven’s interest in a possible sixth concerto in D that would 
have been a drastic change to the Mozartean model, creating a more symphonic work with piano 
rather than the virtuosic display piece that we will see with the concertos of Ferdinand Ries.  
Some sketches exist from around 1815, see Nicholas Cook, “Beethoven’s Unfinished Piano 
Concerto: A Case of Double Vision?” Journal of the American Musicological Society 42 
(Summer 1989): 338-74.  
 
21 Roeder, A History of the Concerto, 188-9. 
 
22 Lindeman, Structural Novelty, 14-16. 
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significant of his total concerto output that amounts to over forty works.23  Mozart wrote his first 
in 1767 at age 11 (an adaptation of keyboard sonatas) and the twenty-seventh in the final year of 
his life.  Mozart’s concertos are viewed by many, like Roeder, as the height of the piano concerto 
not only in the eighteenth century, but also in the entire history of the genre.24  To support this 
claim, Roeder cites four crucial elements in which Mozart’s genius as a concerto composer 
flourishes in the final fourteen piano concertos (1784-1791):  the piano part is technically 
difficult and virtuosic, but never at expense of the expressiveness of the music; the orchestra is 
never neglected, in fact Mozart used woodwinds to bolster the dramatic contrast between solo 
and orchestra; the placement of solo passages is dramatically dialogic; and Mozart’s typically 
rich melodies are created from the contrast of soloist and orchestra.25  Though all twenty-seven 
concertos have individual elements, they all follow a basic format, which Hepokoski and Darcy 
describe as a Type 5 sonata: a fusion of Baroque ritornello form and sonata-allegro form 
including terminology derived from both forms.26   
Mozart’s piano concertos all include an opening movement in the Type 5 sonata form.  In 
addition to the normative sonata form elements present in Types 1-3, there are also several 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
 
23 Extant concertos for other instruments include: 5 for violin (K. 207, 211, 216, 218, 
219); 3 for horn (K. 417, 447, and 495); 2 for flute (K. 313/285d and 315/285e); 1 for clarinet 
(K. 622); 1 for bassoon (K. 191/186e); 1 concerto for flute and harp (K. 299/297c); 1 concertone 
for 2 violins (K. 190/186e); and 2 symphonie concertante for violin and viola (K. 364/320d) and 
for pairs of flutes, oboes, and bassoons (K. 320).  There are also several individual movements 
and fragments of movements as well. 
 
24 Roeder, A History of the Concerto, 127. 
 
25 Ibid., 128ff.  Roeder goes on to explain each of Mozart’s concertos in brief to support 
these points. 
 
26 For a detailed explanation of the Type 5 Sonata and Mozart’s concertos, consult 
Chapters 19-22 of Hepokoski, Elements of Sonata Theory, 430-602.	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“bulky” or “unwieldy” constructions that must be present to constitute a Type 5 sonata: ritornello 
pillars, intermittent solo-orchestra dialogues, expansions of S in S1 and S3, display episodes, 
new themes introduced by the soloist, synthesizing the various themes in the recapitulation, and 
the final R4 cadenza.27  Hepokoski and Darcy describe the requirement of these elements like 
“passing through a preformatted check-list of concerto-specific tasks that must be accomplished 
in a certain sequence.”28   
The concerto begins with an orchestral tutti ritornello (R1) that introduces most, but not 
all, of the themes present in the first movement: primary (P), transition (TR), secondary (S), and 
closing (C).  These themes are almost always in the tonic key; though TR may wander to a 
related key, S and C remain in the tonic.  In all but two of Mozart’s piano concertos, the S theme 
in R1 is in the tonic key. 29  The C group may consist of several shorter fragments that often 
relate to previous themes; the last of these fragments only recurs in tutti sections to signify the 
end of a section.   
In the first solo group (S1), the soloist usually restates the P material from R1, but Mozart 
“reserves one particularly prominent theme for the solo exposition.”30  This probably indicates a 
new S theme in the new key, oftentimes in addition to the original S theme that appeared in R1.31  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
27 Hepokoski, Elements of Sonata Theory, 470-71. 
 
28 Ibid., 470. 
 
29 These two are K. 449 and K. 466.  See chart of Mozart’s concertos in Lindeman, 
Structural Novelty and Tradition, 251-4. 
 
30 This summary of Mozart’s procedure is taken from Macdonald, Robert Schumann and 
the Piano Concerto, 15-16.  General citations of Mozart’s concertos’ characteristics come from 
Lindeman, Structural Novelty, 251-254. 
 
31 Only K. 107 no. 3, K. 415, K. 467, and K. 491 do not restate the R1 S theme elsewhere 
in the first movement. 
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S1 often features an area of virtuosic display either before or after the S group that Hans Engel 
first dubbed a Spielepisode, which consists of “ebullient virtuoso solo playing” that drives in a 
“nearly incessant motion in the solo part” to a cadence in the new key that typically ends S1.  
Along with allowing the soloist to show off, this digression moves through a variety of diverse 
keys.32 with trills on the penultimate note.33  The display episode has no defined design other 
than it should drive to a cadence and also contain a variety of virtuosic passagework to exhibit 
the soloist’s virtuosity; its structure is defined according to the “local circumstances of the 
movement in which they are embedded.”34  However, Hepokoski and Darcy have several 
generalizations that help define the display episode: it is multi-sectional, contains a constant 
ramping-up of virtuosic elements, and is accompanied by minimal orchestra.35   
While in Mozart’s concertos these display episodes usually consist of circle-of-fifths 
progressions, later composers use similar digressions, exploring far-flung keys and non-fifth 
progressions.  The relationship between soloist and orchestra in Mozart’s later concertos is 
decorated with an expanded wind section—particularly K. 466, 467, 482, 491, and 595.36  After 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
 
32 While Mozart and other Classical-period composers usually did not stray far from the 
tonic-dominant harmonic plan, later composers did.  Lindeman identifies this material that 
appears in surprising keys as a “harmonic digression.” I will discuss this in more detail in 
Chapter 2.  Stephan David Lindeman, “An Insular World of Romantic Isolation: Harmonic 
Digressions in the Early Nineteenth-Century Piano Concerto,” Ad Parnassum 4, no. 8 (October 
2006): 28. 
 
33 Plantinga, Beethoven’s Concertos, 13, 73-74.  Macdonald refers to this passage as the 
“brilliant close” in Robert Schumann and the Piano Concerto, 21. 
 
34 Hepokoski, Elements of Sonata Theory, 544. 
 
35 Ibid., 544-545.  For a further interpretation of the phrase rhythm in this section of a 
concerto, see Macdonald, Robert Schumann and the Piano Concerto, 21ff. 
 
36 Irving, Mozart’s Piano Concertos, 45. 
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this display section, the soloist presents its own C or states a new C before coming to a 
prominent trill that ends S1.  The orchestra enters with another ritornello (R2) and confirms the 
newly established key, usually restating a previously heard C either from R1 or S1. 
While S1 corresponds with the exposition of sonata form, the second solo section (S2) 
corresponds with the development section of a sonata.  As John Irving notes, Mozart’s 
developments have no precise format, though they can be arranged into general compositional 
tactics.37  Normally Mozart develops one or two previously stated motives or themes, as in K. 
413, 449, 451, 456, 488, 491, 503, and 537.  Many concertos contain material in S2 that has not 
been heard previously, highlighting new material rather than actual development, though this 
was not uncommon—K. 415, 450, 453, 467, and 488.  The degree of tonal exploration in S2 
varies from concerto to concerto, but tried and true tactics like sequencing and circle-of-fifths 
progressions abound.  Texturally, the dialogue between soloist and orchestra continues.  In order 
to return to the tonic for the recapitulation, oftentimes Mozart includes augmented sixth chords—
as in K. 415, 449, 453, and 456—to enhance the tonal shift.  Similar to the close of S1, the 
virtuosity of the solo part increases and culminates in a trill that here leads into the third 
ritornello and the recapitulation.   
However, this ritornello (R3) is abbreviated to allow the soloist to enter and join the 
orchestra in restating the themes from the exposition—thus it can be classified as both a 
ritornello and solo section (R3/S3).   The soloist usually joins the orchestra after the P theme is 
recapitulated, restating the theme with variation, or moving on to the transition.  In the Viennese 
concertos, Mozart used transition material from R1 rather than S1 (since R1 does not modulate), 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
 
37 My discussion on the S2 section in Mozart stems from Irving, Mozart’s Piano 
Concertos, 47-50. 
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creating a “cross-reference between tutti and solo identities.”38  Deciding whether to recapitulate 
both secondary themes can pose a problem since both orchestra and soloist may have presented 
one in R1 and S1, respectively.  If the soloist presented a new S theme then Mozart always 
includes it in R3/S3; but an S theme only present in R1 may not appear again, as in K. 415.  In 
R3/S3 of K. 449, 450, 453, 456, 467, 491, and 503 Mozart recapitulates S themes from both R1 
and S1, but reverses their order so the soloist’s S theme is heard before the orchestra’s S theme.39  
As in S1, the virtuosity intensifies in R3/S3 with the presentation of the display episode in the 
closing material and ends with trills by the soloist as the orchestra continues into the final 
ritornello.  
In this closing ritornello (R4) Mozart often uses the same material from R2; any closing 
material not heard since the end of R1 may reappear before or after the cadenza as well, thus 
restoring “lost” modules.40  The climax of the Type 5 sonata is the cadenza in R4; though the 
cadenza by definition would vary from performance to performance, we know from the notated 
cadenzas that Mozart typically incorporates thematic material in the cadenzas.  This could 
potentially act as a second development or restore balance to the movement by restating material 
not heard in the recapitulation.  
 
 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
38 Irving, Mozart’s Piano Concertos, 52-3. 
 
39 K. 459 does not include an S in R1.  I have established which concertos followed these 
recapitulatory procedures through analysis from Lindeman, Structural Novelty, 251-304. 
 
40 Ibid., 598-599.  This occurs in K. 218, 219, 246, 299, 365, 413, 449, 453, 495, and 595. 
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Beethoven’s Experiments with the Concerto Genre 
While fewer than half of Mozart’s piano concertos were published in his lifetime, by 
1804 Breitkopf and Härtel had published a series that included a total of twenty Mozart piano 
concertos.41  Beethoven knew several of Mozart’s piano concertos and particularly enjoyed the D 
minor concerto, K. 466, which he played in a concert organized by Mozart’s widow on March 
31, 1795, between acts of La Clemenza di Tito.42  By 1809 Beethoven had written two cadenzas 
for the first and last movements of K. 466 for Ferdinand Ries to perform, in addition to cadenzas 
for his four piano concertos.43 
Beethoven experiments with Mozart’s concerto model in several ways that will influence 
the successive generation of Romantic composers in the genre: modulating the secondary theme 
in the opening ritornello, setting middle movements in distantly related keys, introducing 
connections or transitions between movements, and developing the soloist-orchestra 
relationship.44   One experiment is the key choice for the secondary theme in the opening 
ritornello.  The first movements of Beethoven’s concertos also follow the Type 5 Sonata form 
that Hepokoski and Darcy describe.  R1, played by the orchestra, states most of the thematic 
material in the movement without modulating away from the tonic.  In his first three concertos, 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
41 Claudia Macdonald, “Mozart’s Piano Concertos and the Romantic Generation,” in 
Historical Musicology: Sources, Methods, Interpretations, ed. Stephen A. Crist and Roberta 
Montemorra Marvin (Rochester, NY: University of Rochester Press, 2004), 303. 
 
42 Alexander Wheelock Thayer, Thayer’s Life of Beethoven, rev. and ed. by Elliot Forbes 
(Princeton, NJ: Princeton University Press, 1967), 478. 
 
43 Ibid. 
 
44 Taken from conclusions made by Lindeman after his analysis of Beethoven’s 
concertos, which also includes the fact that Op. 73 had no opportunities for improvised cadenzas: 
Lindeman, Structural Novelty, 19-20. 
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Beethoven experiments with the orchestra’s opening ritornello: the secondary theme in R1 
proposes another key rather than remaining in the tonic.  In Opp. 19 and 15, S appears in the flat 
mediant.45  However, as Lindeman observes, these key changes are nonfunctional and only serve 
to embellish the secondary dominant.46  The shift to the chromatic mediant in Op. 19 is sudden 
and unprepared: after fortissimo hammer blow chords on C major to end the TR area, flute and 
strings sound pianissimo D-flat hammer blows that lead into S.  (See Figure 1) 
 Figure 1: Beethoven, Concerto No. 2 in B-flat, Op. 19 – I. Allegro con brio, mm. 38-43 
 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
45 The S theme in R1 of Op. 37 also appears in the mediant, though this is not as unusual 
since this is the relative key.   
 
46 Lindeman, Structural Novelty, 15.  For a more detailed breakdown of Beethoven’s first 
movement plans see the Appendix.  
 
Piano Concerto No. 2 in Bb Major, Op. 19 
3
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In Op. 15 similar hammer blows sound the end of the TR and the orchestra states the S theme in 
E-flat, F minor, and G minor before shifting back to C in the closing area (mm. 47-76).  The 
opening ritornello of Op. 37 also modulates to the mediant. While this is not an unusual tonal 
move, Beethoven also prepares the shift with a TR that implies a move to E-flat minor, but the 
winds hold onto the final V/iii and melt into an E-flat major S theme (mm. 36-50).  While Op. 58 
has no S theme in R1, there is another instance of the chromatic mediant at the outset of the 
piece: the piano opens with the P theme in G major and the orchestra repeats P quietly in B 
major before returning to the tonic.  Though Beethoven typically explores different tonal areas in 
R1 by moving to another key area for the secondary theme, the closing material always returns to 
the tonic to prepare the soloist’s entrance in S1.47   
S1 features the soloist stating material previously heard from the orchestra in R1, usually 
with some variation or introduction of new themes.  Usually the soloist begins with the primary 
theme stated by the orchestra in R1, though this is not always the case: as seen in Beethoven’s 
Op. 1548 and Mozart’s K. 415, 466, 482, 491, and 503, the soloist introduces a new P theme.  
Beethoven usually reserves a new theme for the soloist to introduce somewhere in S1; while a 
new primary theme in S1 is atypical, a new secondary theme introduced by the soloist is usual. 
Beethoven only introduces a new S theme in Op. 19, and in this case introduces two new themes.   
Key relationships between all three movements are a second area of experimentation by 
Beethoven.  Mozart used closely related keys for all but one of his piano concertos’ middle 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
47 Plantinga, Beethoven’s Concertos, 13.   
 
48 The soloist does not state P in S1 of the Op. 58 concerto, but this is because it opens 
the concerto stating the P theme. 
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movements, including the subdominant, dominant, or relative major/minor key.49  Beethoven, 
however, explored more distantly related keys in his middle movements: he chose the flat 
submediant in both Op. 15 and 73 and the sharp mediant in Op. 37.50  While these key 
relationships are unusual, though not unprecedented, Beethoven uses them most effectively in 
Opp. 37 and 73.  After a resolute C minor cadence to end the opening movement of Op. 37, the 
piano opens the middle movement alone, with a pianissimo theme in E major.  The typical 
tonality of the middle movement in a minor mode concerto is to move to the relative major, here 
E-flat major; by altering the key to E major, the key least related to C minor on the circle of 
fifths, Beethoven gives the theme a “holy, distant, and celestial Harmony” according to Carl 
Czerny in his treatise On the Proper Performance of All Beethoven’s Works for the Piano.51  
Czerny also cites an air of holiness in the middle movement of Op. 73, which is set in E-flat’s 
enharmonic flat submediant key, B major.  This movement acts almost as a slow introduction to 
the finale—an approach that many future composers used, and that Beethoven developed in his 
final three concertos.  
Beethoven experimented with the transition from middle movement to finale in his last 
three concertos.  The finales of Op. 37 and 58 have less explicit connections than Op. 73, but 
there is still a definite link.  The orchestra ends the middle movement of Op. 37 with a 
triumphant E major chord, only to have the piano begin the final movement with a biting rondo 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
49 Mozart moves to the subdominant in thirteen of his twenty-three piano concertos, 
relative major/minor in five, and dominant in four; the most distant key change is in K. 466 in D 
minor, moving to B-flat major, VI. 
 
50 Op. 19 is in the subdominant and Op. 58 is in the relative minor. 
 
51 Carl Czerny, On the Proper Performance of All Beethoven’s Works for the Piano, ed. 
and trans. Paul Badura-Skoda (Vienna: Universal, 1970), 108. 
 
	  	   19 
theme based on two minor seconds.  This rondo theme “reins in” the previous movement’s calm 
atmosphere and distantly-related key by taking two tones from the E major chord and bringing 
them back into C minor: the G-sharp becomes an A-flat and the B the leading tone to C.52  (See 
Figure 2)  The Op. 58 concerto contains a similar reinterpretation: the final tonic E played by the 
soloist in the middle movement is reinterpreted as the third of a C major chord that begins the 
finale.  This connection between movements, though relatively thin in Opp. 37 and 58, is 
something that Beethoven enhances in his final concerto for piano, as well as the Triple Concerto 
in C, Op. 56, and Violin Concerto in D, Op. 61; this particular technique of organically 
connecting movements is a “salient feature of almost all the early romantics’ concertos,” which I 
will discuss later.53  The “Emperor” Piano Concerto No. 5 in E-flat, Op. 73, contains a definite 
link between middle movement and finale.  Beethoven connects the movements with a key 
Figure 2a: Beethoven, Concerto No. 3 in C minor, Op. 37 – End of second movement 
 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
52 Plantinga, Beethoven’s Concertos, 154-5. 
 
53 Lindeman, Structural Novelty, 17.  Lindeman compares these concertos to the 
Waldstein, Op. 53 and Appassionata, Op. 57 piano sonatas as well as Symphonies No. 5 and 6. 
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Figure 2b: Beethoven, Concerto No. 3 in C minor, Op. 37 – Start of finale  
 
 
change marking at the end of the middle movement, along with the direction “attacca il Rondo:” 
that he only used previously in the Triple Concerto and Violin Concerto.  In addition to the 
“attacca” instruction, the theme and variations movement fades after just two variations and the 
soloist explores a proto-rondo theme before attacking the finale with the fully formed theme in 
E-flat (Figure 3). 
 Figure 3a: Beethoven, Concerto No. 5 in E-flat, Op. 73 – End of second movement 
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Figure 3b: Beethoven, Concerto No. 5 in E-flat, Op. 73 – Start of finale 
 
Beethoven’s experimentation with the relationship between soloist and orchestra begins 
in Op. 37 and expands in his final two concertos.  While the soloist would usually only appear 
for the cadenza in the closing ritornello of the first movement, Beethoven includes the soloist 
after the cadenza in Op. 37.  The soloist ends the cadenza pianissimo, continuing with a cadenza-
like section, with the timpani heard prominently along with the piano.  The soloist leads the 
orchestra now, introducing a fragment of P, and the strings grow in volume, joining the soloist to 
the final cadence (mm. 417-443).  Op. 58 contains more explicit developments of the soloist-
orchestra relationship at the very outset of the piece and in the dramatic middle movement.  The 
soloist immediately takes charge of the concerto in Op. 58, beginning the piece alone, stating the 
P theme.  Similar to Op. 37, the soloist in Op. 58 again leads the orchestra from the cadenza into 
the final statement of the closing theme: strings are pizzicato as winds play quiet chords to match 
the piano’s continuation of cadenza-like material stating C1 (mm. 347-55).  Strings return arco 
for C2 and grow in volume to the final cadence (mm. 356-70).   
The short middle movement of Op.58 is a prime example of a new approach to the 
soloist-orchestra relationship: it has been described as a “vividly etched dialogue between piano 
and strings, one that seems to begin in dead earnest discord and distance but in the end achieves 
at least an uneasy resolution.”54  The movement is without traditional form and functions 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
54 Plantinga, Beethoven’s Concertos, 185. 
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somewhat like an accompanied recitative: a conversation between combative, articulated strings 
and a reserved, tuneful soloist.55  After alternating phrases separately (mm. 1-26), the soloist 
begins to disrupt the orchestra’s statements, eventually gaining dominance at m. 47 when the 
strings drop to pizzicato and fade out as the soloist reaches the trill on the dominant (m. 55).56  A 
cadenza-like passage follows: a twisting chromatic line appears in the left hand, with the trill 
continuing, eventually reaching double trills in both hands and a cadence in E minor at m. 64.  
The orchestra returns with a subdued version of its opening motive, and quietly cadences in E 
minor with the soloist. 
Beethoven’s reinterpretation of the soloist’s relationship with the orchestra comes to a 
culmination in Op. 73. As mentioned above, the middle movement of Op. 73 contains a stark key 
change that first appears in S1 of the opening movement: the orchestra leads the TR to the flat 
submediant and the soloist introduces S first in B minor, then B major, both very foreign keys in 
E-flat (see Figure 4).  The piano seems to pull away from the typical dominant key S theme and 
move to a foreign key, but the orchestra pulls the piano back down a step to the “correct” key of 
B-flat to introduce another S theme and move to the closing zone and the end of the exposition.  
However, the soloist interjects the C2 theme from R1 now in B major, only to have the orchestra 
“jerk” it back down to the “correct” key again.57   
 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
55 Owen Jander has written extensively on the programmatic possibilities of this 
movement in Owen Jander, Beethoven’s “Orpheus” Concerto: The Fourth Piano Concerto in its 
Cultural Context (Hillsdale, NY: Pendragon Press, 2009). 
 
56 For a more detailed analysis and other possible readings of the movement, see 
Plantinga, Beethoven’s Concertos, 185-194. 
 
57 Lindeman, Structural Novelty, 19.  The hermeneutic reading of “correct” keys that the 
orchestra represents comes from Lindeman, “An Insular World of Romantic Isolation,” 33-46.  
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Figure 4: Beethoven, Concerto No. 5 in E-flat, Op. 73 – I. Allegro, mm. 149-173 
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This harmonic process repeats in a similar fashion in the recapitulation, but for the S 
theme the soloist moves to C-sharp minor and D-flat major, the enharmonic chords built on the 
flat leading tone chord (bvii and bVII) rather than B minor and major.  The soloist plays C2 in E 
major before the orchestra asserts the “correct” tonic key of E-flat and proceeds to the final 
ritornello; after the written cadenza, Beethoven again includes the soloist until the end of the 
movement.  As if to finally acquiesce to the orchestra’s repeated “correction” of its choice of 
key, the soloist finally introduces S in the proper key, E-flat minor, and then E-flat major, just as 
the orchestra did in R1 (mm. 508-529).  The soloist’s influence is not completely gone, however, 
since Beethoven sets the middle movement in B major, a key first introduced by the soloist in the 
opening movement.   
While initially this key change seems to function as a diversion to add color and enhance 
the dominant, as Beethoven did in R1 of Op. 19 and 15, now we can read the move to B major as 
foreshadowing future movement plans.  As mentioned above, this middle movement is in 
variation form, though only two variations on the theme materialize before both soloist and 
orchestra die away. Just as the movement seems to conclude, the strings, bassoons, and horns 
slip down to a B-flat, suggesting a return to the concerto’s overall key.  The pianist accepts this 
change in tonality, fleshing out the rondo theme quietly; this situation also reappears in the 
finale. After the rondo theme diverges into E major in the middle of the finale (mm. 189-212),58 
the soloist attempts to return to the tonic, halting on a lengthy trill as if forgetting the rondo 
theme; here the orchestra provides the proto-theme the piano suggested at the end of the middle 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
58 Again B major returns, here in a smaller capacity than the previous two movements as 
the dominant of E major, the tonality of the episode. 
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movement, and the soloist remembers (mm. 234-246).   As the finale winds down, Beethoven 
also introduces a duet between timpani and piano (mm. 402-419). 
 
Summary 
Among Beethoven’s first experiments with the concerto genre were diverse key changes 
within the first movement and even between movements, though they did not truly change the 
concerto model, especially the soloist’s relationship with the orchestra.  In Op. 37 Beethoven 
lengthens the opening ritornello, which gives the soloist a more symphonic role, varying themes 
the orchestra has previously stated rather than presenting anything new.  Throughout Op. 37 
Beethoven follows the typical concerto model until the final ritornello:  the soloist does not 
resolve the trill to the tonic and end its part in the movement; rather, it leads to a deceptive close 
and participates in a coda.59  In a further development of the soloist’s increasing prominence, the 
soloist states the primary theme in Op. 58 alone, seemingly surprising the orchestra that then 
enters on the mediant before returning to the tonic for the rest of R1.  While Beethoven is not the 
first composer to include the soloist in the opening ritornello, it is rather unusual; in one early 
concerto, Mozart included the soloist in the opening few measures of K. 271.  However, in both 
Beethoven and Mozart’s concertos, this early inclusion of the soloist does not significantly affect 
the form of the movement.  The soloist continues after the cadenza in Op. 58 as well, melting 
into the texture of the final ritornello with another iteration of the closing themes.  In the middle 
movement of Op. 58, Beethoven exhibits a distinct texture and soloist-orchestra interplay that is 
unusual for a middle movement. The soloist-orchestra relationship is most complex in 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
59 For more on the ending of the first movement see Plantinga, Beethoven’s Concertos, 
140-3. 
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Beethoven’s final complete concerto, Op. 73, in which the solo part exhibits both virtuosic and 
symphonic qualities. 
 As Lindeman suggests, Beethoven did not drastically change the classical concerto form 
like he did with the symphony, piano sonata, or string quartet; instead he experiments with 
several elements of the genre’s form.60  From this perspective, Beethoven’s first two concertos 
could be considered to have more radical changes than his later concertos since the opening 
ritornello modulates to a new key at the secondary theme.  His other experiments involve further 
harmonic variety not only in the first movement—like the unexpected lyrical digression to bVI in 
S1 of Op. 73—but also in middle movements.  Instead of the typical dominant, subdominant, or 
relative/parallel keys used for the middle movement, Beethoven chooses chromatic keys like bVI 
(Op. 15 and Op. 73) and #III (Op. 37).  These middle movements can also contain subtle 
connections to the final movement, or in the case of Op. 73, a direct connection with a transition 
at the end of the middle movement.  Through these experiments Beethoven also develops the 
soloist-orchestra relationship, such that the soloist has a distinct voice with the orchestra.  
Beethoven accomplishes this by: bringing the soloist back in the final ritornello of Opp. 37, 58, 
and 73; beginning Op. 58 with the soloist stating the P theme; designing an entire movement—
the middle movement of Op. 58—as a dialogue between soloist and orchestra; and having the 
soloist introduce a lyrical digression to an exotic key in S1 of Op. 73.  These experiments 
foreshadow the next generation of composers, who will use similar methods to alter the classical 
concerto form into a vehicle to showcase the composer’s abilities as a virtuoso performer.  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
60 Lindeman, Structural Novelty, 14-15. 
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Chapter 2: The Early Romantic Concerto 
 
Rise of the Virtuoso Concerto 
The virtuoso became more and more popular as a public figure in the nineteenth century, 
especially in London, Paris, and Vienna.61  Paul Metzner describes a virtuoso as an individual 
who exhibits great skill at a particular craft; this also entails that he or she “excel in spectacle-
making, technical skill, and self-promotion.”62  As Table 1 indicates, many composers in 
addition to Beethoven actively wrote and performed piano concertos in the early nineteenth 
century.  As well as composing their own concertos, these composers also programmed piano 
concertos by Mozart—Beethoven performed K. 466 and composed cadenzas for it and Johann 
Baptist Cramer performed several Mozart concertos throughout his career.63  Though Mozart’s 
concertos were relatively popular, many more concertos by younger composers appeared in 
concert; by the 1820s concertos by Hummel, Ries, Moscheles, and Kalkbrenner were more 
popular than Mozart’s.64  Despite the fact that there are many prolific composers of piano 
concertos in the early nineteenth century, we do not have the documentation to make arguments 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
61 Though I am dealing with the musical angle of the term virtuoso, Paul Metzner deals 
with the concept of the virtuoso in a variety of fields (arts, technology, etc.) in Paris in Paul 
Metzner, Crescendo of the Virtuoso: Spectacle, Skill, and Self-Promotion in Paris during the Age 
of Revolution (Berkeley, CA: University of California Press, 1998). 
 
62 Metzner, Crescendo of the Virtuoso, 1. 
 
63 Stephen D. Lindeman, “Dussek’s Only Orchestral Genre: The Piano Concertos,” in Jan 
Ladislav Dussek (1760-1812): A Bohemian Composer en voyage Through Europe, ed. Robert 
Illiano and Rohan H. Stewart-MacDonald (Bologna: Ut Orpheus, 2012): 257-8. 
 
64 Macdonald, “Mozart’s Piano Concertos,” 303.  Hummel, Cramer, and Kalkbrenner all 
edited publications of Mozart concertos as well, making some changes to the solo part or setting 
the concerto for a smaller chamber ensemble.  See Macdonald, “Mozart’s Piano Concertos” for 
more on these editions. 
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for much of their work.  There are few composers whose complete concertos have been 
published in full score and this lack of extant scores most likely accounts for the meager 
scholarship on early nineteenth-century concertos.  The primary sources—manuscript or printed 
parts—that do exist are not always helpful because the lack of standardized cataloguing in the 
eighteenth and nineteenth century makes ordering and dating works difficult.  
Table 1: Composers with Significant Concerto Output65   
Composer Years Number of 
Concertos 
Residence 
Leopold Kozeluch 1747-1818 22 Austria 
Jan Ladislav Dussek 1760-1812 18 France, England, Germany 
Anton Eberl 1765-1807 4 Austria 
Daniel Steibelt 1765-1823 8 Germany, France, Austria, 
England, Russia 
Johann Baptist Cramer 1771-1858 9 England 
Joseph Wölfl 1772/3-1812 9 Austria, England 
Johann Nepomuk Hummel 1778-1837 7 Austria, Germany 
John Field 1782-1837 7 England, Russia 
Ferdinand Ries  1784-1838 8 Germany, Austria, England 
Friedrich Kalkbrenner 1785-1849 5 France 
Ignaz Moscheles 1794-1840 8 Austria, England 
 
Assigning a date of composition can be problematic due to the fact that not all composers 
were consistent in notating the date of completion on their manuscripts. Furthermore, many 
composers withheld their concertos from publication in order to maximize their profit playing 
them in concert.  Therefore arranging works by publication date does not guarantee the correct 
order of composition.  Examining works based on opus number can also be deceiving since the 
opus number the publisher used might not coincide with the actual order of composition, as with 
Haydn’s string quartets and Beethoven’s Opp. 15 and 19.  The concertos of Jan Ladislav Dussek, 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
65 I have created this table sourcing information from John M. Harris, A History of Music 
for Harpsichord or Piano and Orchestra (Lanham, MD: The Scarecrow Press, Inc., 1997). 
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for example, provide a variety of possibly confusing categorizations.  Several of Dussek’s 
concertos were originally harp concertos that were republished for piano; much like the piano 
transcription of Beethoven’s Violin Concerto, Op. 61a, it is unclear who made the decision to 
republish the concertos for the piano.66  Throughout Dussek’s career in London, the range of the 
piano increased; to accommodate the new possibilities on a larger keyboard, Dussek published 
two versions of several concertos.67  Further complicating the ordering of concertos is Dussek’s 
numbering: he named C.97 “Sécond” despite it being his fourth complete piano concerto and 
also called several concertos “Grand” and gave them their own numbering.68  Though there are 
still prints or manuscripts for parts of these concertos, there are not many available in full score, 
modern editions.   
This is the case for many other composers active in the early nineteenth century.  Piano 
concertos with a difficult solo part and extensive orchestral accompaniment were not in high 
demand on the amateur market, so publishers only printed what they considered profitable, such 
as concertos by Clementi and Dussek, though only in marketable piano arrangements.69  Thus 
many orchestral works by pianists do not survive in printed editions.  Furthermore, while piano 
reductions for solo piano with instrumental cues or two piano reductions exist for some 
concertos, these can be unreliable resources: the editor or arranger decides where to insert the 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
66 Harris, A History of Music, 73-4 and Lindeman, “Dussek’s Only Orchestral Genre,” 
261-2. 
 
67 Dussek actually suggested the piano manufacturer Broadwood to extend the range 
twice in his career.  Dussek published C.97, 104, 125, and 129/267 in two versions. Harris, A 
History of Music, 73. 
 
68 Lindeman, “Dussek’s Only Orchestral Genre,” 260-2.  See p. 261-2 for a table of 
Dussek’s concertos and their given titles. 
 
69 Plantinga, Romantic Music, 97. 
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orchestral voices, making the exact relationship between pianist and orchestra difficult when 
analyzing a concerto from this period.  So in order to make a clear statement about the solo and 
orchestra relationship, the following analyses will be of concertos with full scores that are readily 
available in modern editions (see Table 2) or based on analyses of Lindeman, who had access to 
full scores or parts in his research for Structural Novelty and Tradition in the Early Romantic 
Piano Concerto. 
Table 2: Current Availability of Concertos in Full Score by Prolific Concerto Composers 
Composer Works70 Dates 
J.L. Dussek Concertos Opp. 3*, 15*, 14, 17*, 22*, 
27*, 29*, 30*, 40*, 49/50, 70*, C 158 
1787 – 1810 
C.M. Weber Concertos 1 & 2 1810 – 1812 
J.B. Cramer Concertos 1-8* 1795 – c.1819 
D. Steibelt Concertos 1-8* c. 1796 – c.1820 
F. Chopin Concertos 1 & 2 1829 – 1830 
J. Field Concertos 1-7* c. 1799 – c.1832 
J.N. Hummel Concertos Opp. 73*, 85*, 89*, 110*, 
113, posth.1* 
c. 1816 – 1833 
F. Ries Concertos 2-9 1806 – c. 1834 
I. Moscheles Concertos 1-4*, 6-7* c.1819 – 1836 
*Denotes concerto that is unavailable in full score for personal study, but included in   
Lindeman’s Structural Novelty.   
 
In A History of the Concerto, Roeder describes concerto composition after Beethoven as 
the age of the “virtuoso concerto;” as composers’ place in society shifted from the patronage 
system to a career based more on freelance composition and traveling as touring artists, their 
works changed as well.71  Partially due an overall change in sentiment from the balance and 
order of the Classical period to the emotion of the Romantic period, dramatic displays of 
virtuosity became an increasingly popular feature of the concerto in the early nineteenth 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
70 All concertos on this list appear in Lindeman’s Structural Novelty except for Ries 
concertos 2, 4-6, 8-9. 
 
71 Roeder, History of the Concerto, 199. 
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century.72  Whereas the virtuosity in the concertos of the classical period relies on the 
performer’s ability to improvise at specific points in a concerto, the virtuosity of the early 
Romantic concerto resides in explicitly written-out virtuosic passages.  There was also an 
altogether practical reason for an increased presence of the soloist in concertos in the early 
nineteenth century.  If a traveling virtuoso happened to stop in a remote town whose local 
orchestra’s musical talent left something to be desired, it was important to be able to accompany 
oneself.  Composers thus shifted toward a more functional orchestration and away from any 
significant emphasis on the interplay between soloist and orchestra.73   This reduced 
orchestration also allowed for the possibility of selling solo piano transcriptions: for example, 
another composer working in London concurrently with Dussek, Muzio Clementi (1752-1832), 
transcribed at least two concertos from full score to a single piano part and published it as a 
piano sonata.74 
As Beethoven showed in his final two piano concertos, the piano can be the “leader” of 
the piece and assert itself over the orchestra; many contemporary composers introduced the 
piano at the outset of concertos to assert that the soloist was in charge of the piece, rather than 
simply being a part of a ritornello-based form. Thus in a typical virtuoso concerto, the composer 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
72 Roeder, History of the Concerto, 199. 
 
73 Jennifer Lynn Eklund, “Ferdinand Ries and the Concerted Fantasy” (M.A. thesis, 
California State University, Long Beach, 2010), 73-4. 
 
74 Clementi’s Opp. 33 and 34 piano sonatas are most likely transcribed versions of now-
lost piano concertos.  This amounts to six possible concertos, of which only one (Op. 33 No. 3) 
still exists in full score thanks to a manuscript copy in Vienna.  As mentioned above, concertos 
and symphonies rarely made it to publication in London at this time.  Leon Plantinga, Clementi: 
His Life and Music (London: Oxford University Press, 1977), 158, 162-163, 302.  Milligan 
identifies three additional sonatas in question as possible transcriptions: Op. 23 No. 3, Op. 24 
No. 1, and Op. 25 No. 1.  Milligan, The Concerto and London’s Musical Culture, 114-116. 
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either shortened the opening ritornello or removed it altogether in order to feature the soloist 
throughout, with only limited orchestral breaks. The soloist both presented the melody and also 
accompanied the orchestra with virtuosic figuration, playing throughout for almost the entire 
piece.  Lindeman notes that the expanded “thematic content, harmonic vocabulary, and technical 
demands placed on the soloist” required a new solo-orchestra relationship. 75  This new 
relationship could extend to changing the form entirely, or creating a single movement work for 
piano and orchestra that showcases virtuosity in a variation or rondo form. Composers also wrote 
shorter slow movements that were connected to the finale; since a slow movement is not as 
useful for showing virtuosity, its purpose in virtuoso concertos is mostly as an interlude or 
introduction to the brilliant finale.   
With these general trends in mind, Lindeman identifies several ways in which composers 
of the early nineteenth century tended to approach the concerto genre: composers (1) gave the 
soloist more themes to introduce, establishing a separate “personality” from the orchestra; (2) 
used new key areas that diverge from the typical harmonic plan, especially regarding secondary 
themes; (3) eliminated opportunities for cadenzas and instead include more virtuosic passages 
throughout the work; and (4) changed the relationship between soloist and orchestra in the first-
movement by introducing the soloist as early as possible.76  This final trend can be seen as a 
result of the first two trends.  In addition, Claudia Macdonald cites three noteworthy changes in 
the general plan of the R1 and S1 sections of the virtuoso concerto.77  First, rather than R1 
serving a prefatory function to the solo exposition as it does in Mozart’s concertos, it functions 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
75 Lindeman, Structural Novelty, 22. 
 
76 Ibid., 22-6. 
 
77 Claudia Macdonald, Robert Schumann and the Piano Concerto, 17-19.  
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as an independent unit, because the S theme actually modulates to another key before returning 
to the tonic in the C material.  Second, S1 also functions as a separate unit; though S1 still 
mirrors R1 for the most part, the intensification of pianistic virtuosity often obscures themes that 
R1 and S1 share, and the introduction of new themes by the soloist highlights its independence 
from the orchestra.  Finally, the closing material introduced by the soloist in S1 is radically 
different. The soloist’s closing material in the classical concerto serves as a “suffix to the first 
full cadence in the new key” and thus the soloist’s part flows organically.78  In contrast, the 
soloist in virtuoso concertos creates a distinct break when introducing the closing material—this 
break is achieved by a sudden shift to pianistic, cadenza-like figurations. 
Comparing Lindeman’s observations on early nineteenth-century composers’ tendencies 
with his conclusions about Beethoven’s experiments shows a correlation.  First, the soloist in 
Beethoven’s concertos usually did not introduce many new themes,79 but Beethoven did give the 
soloist a distinct personality in his later concertos: the soloist opens Op. 58 by presenting P solo 
and later presents S in S1, while in Op. 73 the soloist begins with a dramatic I-IV-V cadenza-like 
progression (mm.1-11).  The soloist’s refusal to play S in the “correct” key in Op. 73 also gives 
the soloist a distinct personality that diverged from the typical harmonic plan.  Second, the 
modulation of the secondary theme in the opening ritornello also diverged from the typical 
harmonic plan.  Third, Beethoven most likely experimented with written cadenzas in Op. 73 
because he was not intending to premiere the work himself and wished to exercise control over 
the amount of virtuosic content.  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
 
78 Macdonald, Robert Schuman and the Piano Concerto, 18-19.   
 
79 The soloist does present new S themes in Op. 19 and Op. 58, but otherwise the soloist 
usually varies themes presented by the orchestra in R1. 
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Following Beethoven’s lead, other composers working in the early nineteenth century 
changed the relationship between the soloist and the orchestra in their concertos.  Lindeman 
suggests that composers went in one of two directions in their approach to this relationship: 
towards a work that incorporates the piano as an instrument within the orchestra, or as a work 
where the soloist stands out prominently with the orchestra functioning as accompaniment.80 
Mendelssohn’s and Schumann’s concertos exhibit the former, integrating the piano into the 
orchestral texture as a symphonic instrument; Herz’s and Kalkbrenner’s concertos exhibit the 
latter to an extreme, composing works of flashy virtuosity, in which the orchestra only exists in a 
subservient role to the soloist.81  The soloist rises as a prominent figure in Beethoven’s final two 
concertos, though the soloist’s material is never excessively virtuosic; in contrast, many 
composers touring as virtuoso performers in the early nineteenth century tend to focus on the 
virtuosity and downplay the importance of the orchestra.  
One city central to concerto performances was London, where Dussek, Steibelt, Ries, 
Hummel, Cramer, Field, and Moscheles all spent substantial time.82  Artaria Editions and Ries & 
Erler recently released full scores of Ries’s concertos, which I will feature prominently in 
analyses of his concerto style in Chapter 3.  However, only a few concertos in full score are 
available for study for Ries’s contemporaries: for this reason I cannot fully analyze the concerto 
styles of Dussek, Steibelt, Hummel, and Moscheles.  Manuscript copies of orchestral parts exist 
of several concertos, but it is beyond the scope of this study to compile these into full scores for 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
80 Lindeman, Structural Novelty, 25-6. Lindeman also mentions that Beethoven’s 
sketches for a sixth piano concerto implies that the work would have been more symphonic than 
virtuosic.  For more on this topic see Cook, “Beethoven’s Unfinished Piano Concerto,” 338-74. 
 
81 Ibid., 25-6.   
 
82 Weber and Mendelssohn also made relatively frequent visits to London. 
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proper study.  Based on the research of scholars who have been able to study the extant 
nineteenth-century prints as well as my analysis of the few concertos available, I am able to 
examine the general compositional styles of Dussek, Hummel, and Moscheles to show that these 
composers exhibited some of the trends that Lindeman has documented.83 
 
Jan Ladislav Dussek (1760-1812) 
Born ten years before Beethoven, Jan Ladislav Dussek was one of the earlier pianists to 
earn a living as a public performer, traveling throughout Europe during his lifetime and settling 
in London.84  After arriving in London in 1789, Dussek became the most productive composer of 
piano concertos in the city; this amounted to seven concertos, as shown in Table 3.85  Dussek’s 
concertos all subscribe to the typical three-movement format, with a ternary form middle 
movement and rondo finale.  Though the first movements still are in Type 5 sonata form, they 
show “Dussek’s attempting to resolve the various challenges of the genre” through various 
means.86  Dussek generally follows the first three of Lindeman’s four compositional trends 
mentioned above: establishing the soloist’s personality, exploring new harmonic plans, and 
eliminating cadenzas while enhancing virtuosic material throughout.   The majority of Dussek’s 
concertos follow the first trend: along with the typical inclusion of a new S theme, Dussek 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
83 The fourth trend—a drastic change in form thanks to the soloist’s challenging of the 
supremacy of the orchestra in the opening ritornello—does not tend to apply to concertos by 
these composers.  I will mention those composers in the Conclusion. 
 
84 Harris, A History of Music, 73. 
 
85 Milligan, The Concerto and London’s Musical Culture, 39-42.  Dussek also wrote 
several harp concertos that were also adapted and published as piano concertos.  See Milligan, 
39-50 for more about the chronology of these concertos. 
 
86 Lindeman, “Dussek’s Only Orchestral Genre,” 263. 
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composed new P, TR, and C themes for the soloist, making its material that much more crucial 
for the movement.87   The two resulting sets of expositional themes present a problem in the 
recapitulation; restating all themes previously heard would take too long and thus Dussek usually 
gives preference to the themes presented by the soloist.  Thomas Milligan points out that in the 
“Grand” concertos—Opp. 22, 27, 29, 40—Dussek enhances the dramatic emphasis of the 
soloist’s entrances, especially the initial entrance at the beginning of S1.  One way Dussek does 
this is by decreasing the orchestra’s dynamic level as the opening ritornello ends to maximize a 
forte entrance by the soloist, as in Op. 27.  Other tactics include: changing to the minor mode to 
make the soloist’s outburst in a major key more impactful, and ending on a half cadence (as seen 
in Opp. 29, 49, and 49/50, see below for Op. 49/50).88    
Table 3: Dussek’s Piano Concertos89 
Concerto Notes 
E-flat major, Op. 3 1787 
E-flat major, Op. 15 1789 
F major, Op. 14 1790, “Sécond,” first London concerto 
F major, Op. 17 c. 1792, harp or pianoforte, pub. as a duet Op. 26 
B-flat major, Op. 22 1793, “First Grand” 
F major, Op. 27 1794, “Second Grand” 
C major, Op. 29 1795, “Third Grand” 
C major, Op. 30 1795, harp or pianoforte, only two movements 
B-flat major, Op. 40 1798, “Grand Military,” two movements 
G minor, Op. 49/Op. 50 1801, composed after leaving London 
E-flat major, Op. 70 1810, final concerto 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
87 Lindeman, Structural Novelty, 217-18. 
 
88 Milligan, The Concerto and London’s Musical Culture, 65-67. 
 
89 Taken from Lindeman, Structural Novelty, 217 and Lindeman, “Dussek’s Only 
Orchestral Genre, 261-2. 
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Lindeman suggests that four of Dussek’s concertos contain “novel” features to the genre: 
Opp. 29, 40, 49/50, and 70.  Op. 29 includes a Larghetto introduction, Op. 40 is in a two-
movement plan, Op. 49/50 uses similar motives for P, S, and C in R1, and Op. 70 is a substantial 
expansion of the form.90  These concertos also contain passages where the soloist introduces a 
new theme in an unexpected key, which Lindeman calls “lyrical digressions.”  These create “an 
almost exclusive world for the soloist, far removed from the status quo proposed by the 
orchestra.”91  Similar to the soloist’s move to B major in Beethoven’s Op. 73, the soloist in 
Dussek’s final concerto—Op. 70 in E-flat—moves abruptly from the intended dominant B-flat to 
B major just prior to the recapitulation. Dussek also seems to be the first major composer to 
eliminate the improvised cadenza in his concertos, following the third trend cited by Lindeman.92   
Just two full scores of Dussek’s concertos are available for study—Op. 14 and Op. 49/50 
concertos.93 Both show that Dussek’s approach to the first movement form does adhere to three 
of the four trends Lindeman identifies.  Op. 14 contains a relatively classical approach to the first 
movement while Op. 49/50 is more progressive, especially harmonically.  In both concertos the 
soloist introduces new P and TR themes.  Op. 49/50, however, essentially includes a completely 
new exposition, because Dussek does not restate any themes introduced by the orchestra in R1.  
The soloist’s importance is reflected in Dussek’s choice to use mostly the soloist’s themes from 
S1 in the recapitulation at R3/S3: after the orchestra restates P1, the soloist enters and only the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
90 For more on these concertos consult Lindeman, “Dussek’s Only Orchestral Genre,” 
267-270. 
 
91 Ibid., 264-6.  Lindeman also includes a table of successive composers whose concertos 
include “lyrical digressions.”  
 
92 Lindeman, Structural Novelty, 27. 
 
93 See Appendix for detailed breakdown of Dussek’s Opp. 14 and 49/50.	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themes introduced in S1 are heard until the final ritornello.  The harmonic plan of the classical 
concerto is altered in these two concertos, especially in Op. 49/50.  Similar to Beethoven’s early 
concertos, Dussek modulates to a new key in the opening ritornello of his early concertos rather 
than remaining in the tonic; so the S theme in R1 of Opp. 15, 14, and 17 all modulate to V. 
However, in Op. 49/50, the S theme moves to the relative major, à la Beethoven’s Op. 37.94  
Dussek introduces another disruption to the harmonic plan by exploring VII (written 
enharmonically as G-flat) and bV (functions as V/VII enharmonically) in the solo exposition 
while including a lyrical digression to VI in the recapitulation.  As mentioned above, the solo 
part does not include opportunities for cadenza. 
 Dussek’s piano concertos were frequently performed in London around the turn of the 
nineteenth century.  By the 1820s they had fallen out of fashion: an 1823 review criticized the 
moderate level of virtuosity needed to perform his concertos in comparison to the brilliant and 
flashy displays of virtuosity in the concertos of Kalkbrenner.95  So just a decade after Dussek’s 
death, the level of virtuosity expected in concertos had changed, and by the late nineteenth 
century his concertos disappear from any mention in the concert literature. 
 
Johann Nepomuk Hummel (1778-1837) 
Johann Nepomuk Hummel was also a traveling virtuoso in the early nineteenth century, 
though he was also known throughout Europe as a teacher, conductor, composer, and arranger 
who had connections to both the classical generation of Mozart, Haydn, and Beethoven and also 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
94 However Dussek’s “Grand” concertos and those following do not modulate in R1, 
except for Op. 49/50 which goes to the relative major and his final concerto Op. 70 which 
modulates to V.  See Lindeman, Structural Novelty, 217-218 for a full table of Dussek’s 
concertos. 
 
95 Lindeman, “Dussek’s Only Orchestral Genre,” 271-4. 
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the next generation of composers like Chopin and Schumann.  Hummel also worked as 
Kapellmeister for the Esterházy family for several years before settling into a position as court 
conductor at Weimar in 1819.96  Hummel studied with Haydn, Albrechtsberger, Salieri, and—
unlike Beethoven—arrived early enough in Vienna to study with Mozart.97   While in Vienna 
from 1793-1804, Hummel met Beethoven and the two composers developed something of a 
rivalry, though they remained relatively friendly in Beethoven’s later years.98   According to 
critics at the time, Hummel’s piano skills, especially in improvising, rivaled even Beethoven’s.99 
Hummel’s style as a performer can be deduced from his influential treatise, the “almost 
numbingly thorough” Ausführliche theoretisch-practische Anweisung zum Piano-forte Spiel.100  
Hummel prized clarity of melody, technical dexterity, and emotionally informed playing.  These 
traits, while explicitly applying to performing, also inform Hummel’s compositional 
technique.101  Simple Mozartean melodies in the right hand with simple accompaniment in the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
96 Plantinga, Romantic Music, 11.  Hummel in fact led the orchestra at the premiere of 
Haydn’s Die Schöpfung.  Mark Kroll, “’La Belle Exécution’: Johann Nepomuk Hummel’s 
Treatise and the Art of Playing the Pianoforte,” in Historical Musicology: Sources, Methods, 
Interpretations, ed. Stephen A. Crist and Roberta Montemorra Marvin (Rochester, NY: 
University of Rochester Press, 2004), 235.   
 
97 Ibid., 100. 
 
98 Francis Humphries Mitchell, “The Piano Concertos of Johann Nepomuk Hummel” 
(Ph.D. diss., Northwestern University, 1957), 49-50. 
 
99 Ibid., 59. 
 
100 Kroll, “’La Belle Exécution,’” 234-7.  Johann Nepomuk Hummel, Ausführliche 
theoretisch-practische Anweisung zum Pianoforte Spiel (Vienna: T. Haslinger, 1828).  This 
treatise was published in French as Méthode complete théorique et pratique pour le pianoforte  
(Paris: A. Farrenc, 1829) and English as A Complete Theoretical and Practical Course of 
Instructions, on the Art of Playing the Piano Forte (London: T. Boosey, 1827). 
 
101 Mitchell, “The Piano Concertos of Johann Nepomuk Hummel”, 66-67. 
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left hand allow for clarity—these techniques became common with contemporaries like Weber 
and Moscheles.102  Technical dexterity shown in Hummel’s ornamentation of the melody, 
however was much more florid than Mozart’s. 103  (See Figure 5)  The virtuosity in Hummel’s 
piano works was influenced greatly by a relative contemporary, Muzio Clementi.104  
Figure 5: Hummel, Concerto in A-flat, Op. 113 – I. Allegro moderato, excerpts  
a) P theme introduced by orchestra mm. 1-7  
 
b) P theme ornamented and varied by soloist, mm. 89-94 
 
Hummel was familiar with many musical styles and developments in the eighteenth 
century thanks to his career as performer, conductor, composer, and teacher.  He composed many 
works in a variety of genres, including the seven concertos for piano listed in Table 4.   
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
102 Harris, A History of Music, 36-7. 
 
103 Hummel’s ornamentation of a melody is reflected in his views on improvisation or 
extemporization; he stated in his treatise: “I confess, I always felt less embarrassment in 
extemporizing before an audience of 2 or 3,000 persons than in executing any written 
composition to which I was slavishly tied down.”  Hummel, A Complete Theoretical and 
Practical Course of Instructions, III:74.  Cited in Kroll, “’La Belle Exécution,’” 250.   
 
104 Mitchell, “The Piano Concertos of Johann Nepomuk Hummel,” 75-76.  For more 
about Clementi, see Plantinga, Clementi. 
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Table 4: Hummel’s Piano Concertos105 
Concerto Notes 
C major, Op. 34a Pub. c. 1811, also pub. as Op. 36 
G major, Op. 73  Pub. c. 1816, known as “Concertino” for its relative 
brevity 
A minor, Op. 85 1817, pub. 1821 
B minor, Op. 89 Oct 1819, pub. c. 1821, longest concerto 
E major, Op. 110 Nov. 1814, pub. 1826 
A-flat major, Op. 113 1827, pub. 1830 
F major, Op. posth. 1 Feb. 1833, pub. 1839 
 
Mitchell—in an extensive study of all seven concertos—concludes that Hummel’s approach to 
concerto composition shows influences of Mozart and Beethoven as well as Hummel’s own 
virtuosic style of piano writing.106   Like most of his contemporaries, Hummel’s concertos also 
follow Lindeman’s four trends.  They include opening movements in Type 5 sonata form, middle 
movements in a ternary-like form and finales in rondo form.  With the opening movements, 
Hummel does not do anything revolutionary to establish the soloist’s thematic personality; like 
his teacher Mozart, Hummel allows the orchestra to present themes in R1 and the soloist to 
repeat those themes and occasionally introduces a few new thematic elements.  Unlike Dussek, 
Hummel’s soloist is not completely thematically independent from the orchestra.  For example, 
the Concerto in A-flat, Op. 113107 features a single P theme; the soloist introduces new 
transitional material and the requisite display episode, but no new P or S theme.   
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
105 Created from Joel Sachs and Mark Kroll, “Hummel, Johann Nepomuk,” Grove Music 
Online, Oxford Music Online, Oxford University Press, accessed May 8, 2015, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/13548. 
 
106 Mitchell, “The Piano Concertos of Johann Nepomuk Hummel,” 232.  Mitchell also 
includes the Septet in D minor, Op. 74 because of its virtuosic piano writing. 
 
107 This is the only full score piano concerto by Hummel available for study.  See 
Appendix for a full breakdown. 
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Hummel’s harmonic plan proceeds from the diatonic “Concertino” Op. 73 to the 
relatively chromatic Opp. 89 and 110.  Hummel’s two most popular concertos, Opp. 85 and 89, 
contain first movements with opening ritornellos similar to Beethoven’s Op. 37: there is a 
modulation to the relative major in the secondary theme.  Somewhat unexpected is the opening 
ritornello in Op. 113; the first S theme shifts to the parallel minor and then back to tonic for the 
second S theme and C theme.  Hummel’s later concertos feature increased chromatic harmonies, 
though the rhythmic drive is less intense than Beethoven.108  The developmental sections of his 
concertos, not unexpectedly, contain the majority of unusual harmonic relationships: Op. 89 
contains a section in B-flat, unusual for a movement in B minor; Op. 110 has areas of VI and 
bIV though bIV acts as an embellishment of V as seen with Beethoven’s Opp. 15 and 19.  The F 
major concerto, Op. posth. 1, contains several unexpected harmonic areas as well: the soloist 
enters in the tonic minor and modulates to bVI as an embellishment of V; the soloist states a new 
P theme in I that is never stated again; and the development focuses on the Neapolitan, F-sharp 
major and minor.109 
Though Hummel’s concertos all follow the same general approach as his predecessors in 
terms of movement plans and harmonic layout, Hummel does make strides away from the 
classical style in orchestration and virtuosic material.  For example, the orchestra functions as 
accompaniment in Hummel’s concertos after the opening ritornello, typical of a virtuoso 
concerto; while Op. 89 does include a heavier orchestration than the others, the orchestra is still 
relegated to the background as soon as the soloist enters.  As mentioned above, Hummel’s 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
108 Mitchell, “The Piano Concertos of Johann Nepomuk Hummel,” 76-77. 
 
109 These observations are from Lindeman’s analyses of Hummel’s concertos in 
Structural Novelty, 240-244. 
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comments on correct performance focus heavily on technical skill; as a result, the soloist’s 
virtuosity is paramount in his concertos and controlled by the elimination of improvised 
cadenzas.  Plantinga explains that Hummel accentuated the display material in particular; rather 
than an embellishment of previously-heard material, the soloist shows his skills as a performer.  
While this level of display was also evident in Beethoven’s later concertos, Hummel took this 
display section to another level, adding new pianistic touches: “various leaping figures, for 
example, and parallel thirds in both hands.”110   
There seems to be a level of disparity in the amount of virtuosic display in Hummel’s 
concertos as evidenced by several statements.  Robert Schumann described Hummel’s concertos 
by saying Hummel “followed the voice of Mozart, in that he clothed the thoughts of the master 
in a more brilliant, flowing garment.”111  However in Op. 110, Hummel packs in an excess of 
virtuosic content, at least in Mitchell’s judgment: the soloist part is “overloaded with scales and 
runs.”112  Joel Sachs, editor of the modern edition of Op. 113, determines that the concerto 
contains “melodic figuration and ornamentation that are expanded beyond Mozartian dignified 
elegance but which stop short of nineteenth-century excess.”113  These competing arguments 
aside, Hummel’s virtuosic writing did have a deficiency: the least advanced musical feature of 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
110 Plantinga, Beethoven’s Concertos, 263. 
 
111 Robert Schumann, “Pianoforte: Concerte,” Neue Zeitschrift für Musik 4 (1836): 138.  
Cited in Macdonald, Robert Schumann and the Piano Concerto, 68. 
 
112 Mitchell, “The Piano Concertos of Johann Nepomuk Hummel,” 180. 
 
113 Johann Nepomuk Hummel, Piano Concerto, Opus 113, ed. Joel Sachs (Madison, WI: 
A-R Editions, 1980), ix. 
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Hummel’s concertos is his treatment of rhythm.  This is in part due to the soloist’s left hand, 
which typically is used to accompany the right in a pulsing, chordal manner. 114  (See Figure 6)  
Figure 6: Hummel, Concerto in A-flat, Op. 113 – I. Allegro moderato, mm. 404-406 
 
Hummel’s concertos follow the same three-movement structure as Mozart and 
Beethoven, albeit with some variation.  François-Joseph Fétis, in his Biographie universelle des 
musiciens et bibliographie générale de la musique, estimated that Hummel would have been 
remembered as the foremost composer of the early nineteenth century if Beethoven had been 
born some time later.115  The primary quality of Hummel’s concertos is the Mozartean melodies 
highlighted with ornamentation.  This and other aspects of virtuosity—elaborate figurations, 
scales, and runs—contribute to the soloist’s dominance over the orchestra.  Like Dussek’s 
concertos, the soloist’s voice always takes precedence over the orchestra.   
 
Ignaz Moscheles (1794-1870) 
The Bohemian pianist Ignaz Moscheles, like Beethoven and Hummel, also studied with 
both Albrechtsberger and Salieri in Vienna.  Moscheles revered Beethoven and while in Vienna 
from 1808 to 1827, encountered Beethoven several times; Moscheles arranged the first piano 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
114 Mitchell, “The Piano Concertos of Johann Nepomuk Hummel,” 233-4. 
 
115 François-Joseph Fétis, Biographie universelle des musiciens et bibliographie générale 
de la musique, vol. 4 (Paris: Firmin-Didot, 1877-1878), 385-8.  Cited in Mitchell, “The Piano 
Concertos of Johann Nepomuk Hummel,” 241-3. 
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edition of Fidelio and performed as a percussionist in the premiere of Wellington’s Victory.116  
Moscheles’s numerous concert tours championing pieces by both Beethoven and Weber led him 
to London, where he became a member of the Royal Academy of Music in 1825.117  After 
previously stopping in London for a tour in 1821, Moscheles settled there from 1825 to 1846; at 
concerts by the Philharmonic Society, Moscheles’s concertos were the second most often played 
after Beethoven’s.118  Moscheles made friends with fellow virtuoso Ferdinand Ries while both 
were in London: Moscheles premiered Ries’s Op. 55 concerto and they both shared a 
“wholehearted admiration” for Beethoven.  Felix Mendelssohn, whose frequent visits to London 
fostered a friendship with Moscheles, used programmatic titles on symphonies and overtures: 
this influenced the titles of Moscheles’s final three concertos.119  (See Table 5)  Unfortunately 
most of Moscheles’s concertos exist only in parts from the nineteenth century and are 
unavailable for close study.  (The orchestral parts are missing for some of his concertos: for a 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
116 Mark Kroll, Ignaz Moscheles and the Changing World of Musical Europe 
(Woodbridge, Suffolk, UK: Boydell Press, 2014), 200-204.  See the first several chapters of the 
same text for more about Moscheles’s life. 
 
117 Lindeman, Structural Novelty, 33.  Moscheles introduced Beethoven’s Missa solemnis 
to London and conducted and performed symphonies, piano variations, and piano sonatas as 
well.  For more on Moscheles’s performances of Beethoven’s music after the latter’s death, see 
Kroll, Ignaz Moscheles, 205-233. 
 
118 Therese Marie Ellsworth, “The Piano Concerto in London Concert Life Between 1801 
and 1850” (Ph.D. diss., University of Cincinnati, 1991), 86. 
 
119 David Conway, Jewry in Music: Entry to the Profession from the Enlightenment to 
Richard Wagner (Cambridge: Cambridge University Press, 2012), 113.  Lindeman, Structural 
Novelty, 35.   
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recording of the pastorale concerto, Op. 96, pianist Ian Hobson reconstructed the orchestration 
from indications extant in a printed piano score.120) 
Table 5: Moscheles’s Piano Concertos121 
Concerto Notes 
No. 1 in F major, Op. 45 Comp. 1819, Gesellschafts-Konzert 
No. 2 in E-flat major, Op. 56 Comp. 1820, pub. 1823 
No. 3 in G minor, Op. 58 / Op. 60 Pub. 1820 
No. 4 in E major, Op. 64 Comp. 1823 
No. 5 in C major, Op. 87 Pub. 1826 
No. 6 in B-flat major, Op. 90 Pub. 1833, Concerto fantastique 
No. 7 in C minor, Op. 93 Pub. c. 1835-6, Concerto pathétique 
No. 8 in D major, Op. 96 Pub. 1838, Concerto pastorale 
 
Moscheles wrote in a style that “seemed to vacillate between the attractions of frothy 
salon-style composition and the hard work of serious artistic production.”122   Though this seems 
somewhat disparaging, a review from The Morning Chronicle in 1821 praised Moscheles as a 
great performer, “a union of the best players that we have ever heard; he has Clementi’s science, 
Cramer’s expression, and Kalkbrenner’s brilliancy.”123  Moscheles’s eight piano concertos were 
quite important to Robert Schumann; Nos. 1-3 were influential for Schumann’s own concerto 
compositions and Schumann wrote reviews of Nos. 5, 6, and 7.124  Lindeman highlights 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
120 Ignaz Moscheles, Volume 4: Piano Concertos 7 and 8, Sonata in E major, Ian Hobson 
(piano) and Sinfonia da Camera, liner notes by Henry Roche,  Zephyr Productions, Inc., Z 151-
11, 2011, CD.  Prints and manuscripts of Moscheles’s other concertos reside in libraries: for 
example, Op. 45 is at Yale University, Op. 56 in the New York City Public Library, Op. 64 is at 
the Lilly Library at Indiana University, etc. 
 
121 Table information from Lindeman, Structural Novelty, 33-5, 245-50. 
 
122 Plantinga, Romantic Music, 100. 
 
123 The Morning Chronicle, July 7, 1821.  Cited in Kroll, Ignaz Moscheles, 34. 
 
124 Macdonald, Robert Schumann and the Piano Concerto, 40-1, 146ff. 
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Moscheles’s Piano Concerto No. 3 in G minor, op. 58/60, as an exemplar of the second 
compositional trend in the early Romantic period: exploring new harmonies and the sudden 
appearances of atypical harmonies in what Lindeman labels as harmonic, or lyrical digressions.  
In Op. 58/60, the opening ritornello modulates to the relative major for the S material, but returns 
to the tonic minor for the soloist’s entrance.  The solo exposition modulates in earnest to B-flat 
and after the soloist introduces a third S theme, there is a digression to F-sharp major (enh. G-flat 
bVI/III), the farthest possible key to G minor.  This then repeats in the “correct” key of B-flat 
(III).125  This move to G-flat in S1 predicts the same key in the development S2, just like the 
move to B major in Beethoven’s Op. 73 did.   
Moscheles’s Piano Concerto No. 6 in B-flat, Op. 90, the Concerto fantastique, also 
diverges from the classical concerto plan by modulating to unusual key areas.  However, 
Moscheles also does something more radical by setting the concerto in four movements.  These 
four movements roughly resemble a symphony in their tempo markings and meters: Allegro con 
Spirito (4/4), Andante (3/8), Allegro agitato (12/8), and Vivace (2/4).  With this change in overall 
structure, Moscheles also alters the first movement form: besides introducing the soloist with the 
orchestra from the beginning, this first movement is not in the expected Type 5 sonata form.  The 
Allegro con Spirito contains P, S, and C themes that act as a traditional sonata form exposition, 
modulating from tonic to close in the chromatic mediant D major, with some hints at a 
modulation to the dominant.  Yet, the first movement ends with an orchestral ritornello that 
closes in D major and leads to a transitional passage to the second movement played by the 
soloist.  The Andante is in the relative minor; the Allegro agitato acts like an introduction to the 
finale, with a restatement of S in C minor and a dramatic dominant preparation.  The finale, 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
125 Lindeman, “An Insular World of Romantic Isolation,” 58-66. 
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Vivace, recapitulates themes from the first movement: P returns in the tonic and S in the 
dominant along with several other unrelated keys before a final statement of both P and S in the 
tonic.  This experimental four-movement design is new and does not reappear in Moscheles’s 
final two concertos, but does resemble the future concerto plans by virtuosos like Liszt. 
 
Trends in Middle Movements and Finales 
Scholarship on the middle movements or finales of concertos of this period is minimal.  If 
these movements are mentioned it is only to reinforce the fact that the middle movement serves 
as a respite between the outer movements and that finales are in rondo form.  Without an 
abundance of scores to study, it is probably safe to assume that some of Lindeman’s four trends 
carry over to these movements as well, generic as they are.  Beethoven’s middle movements 
sometimes ventured into unrelated keys, and with the expansion of the classical dominant-tonic 
polarity in first movements to include chromatic chords, the use of more unusual tonalities would 
not be unusual in middle movements.    
One additional trend that became popular in the early nineteenth century is the inclusion 
of recognizable tunes in concertos.126  Milligan states this became common with London 
composers John Field and Daniel Steibelt, who both used this approach to create a theme and 
variations middle movement form.127  This tactic easily induces audience enjoyment: by 
including a recognizable melody into a concerto, the composer appeals to the audience’s prior 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
126 There also was a rise in the amount of variations for soloist and orchestra based on a 
recognizable tune, sometimes called “concerted fantasy.”  See Eklund, “Ries and the Concerted 
Fantasy” for more. 
 
127 Milligan, The Concerto and London’s Musical Culture, 103.  Field used “Within a 
Mile of Edinburgh Town” in his first concerto while Steibelt used a Scottish tune as well in his 
third concerto.   
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associations and enjoyment of that song or tune now in a new setting.  These themes also occur 
as rondo themes in finales.128  Moscheles, for example, used the “British Grenadiers” tune in the 
finale of his Op. 64 concerto to great success. 
Along with this inclusion of familiar melodies, composers tended to label movements or 
entire concertos with programmatic titles.  Dussek’s Op. 40 is a “Grand Military Concerto” and 
Moscheles’s final three concertos all bear programmatic titles like fantastique, pathétique, and 
pastoral, which Lindeman attributes to his friendship with Mendelssohn, who included 
programmatic titles in symphonic works.129   Steibelt also used descriptive titles: No. 3, Op. 33, 
L’orage also had a “Rondo pastorale” finale; No. 5, Op. 64, contained an Air Ecossais middle 
movement and La Chasse Rondeau finale; No. 6, Le voyage au Mont St Bernard; No. 7, Grand 
Military Concerto, dans le genre des Grecs.  Field’s fifth concerto in C bears the nickname of 
L’incendie par l’orage, which is a nod to Steibelt’s concerto with a similar nickname (L’orage).  
If these descriptive titles appeared on a single movement, it was usually the rondo-form finale. 
Cramer used national styles to describe the themes of his finales in Op. 48 (Rondo a’Hongroise) 
and Op.70 (Rondo a L’Espagniola).130   
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
 
128 This theme and variation form also appears in the concerted fantasy for piano and 
orchestra, of which Moscheles wrote several based on French, Scottish, and Irish tunes.  Ries 
wrote the Swedish National Airs with Variations, Op. 52 and Grand Variations on the National 
Air of Rule Britannia, Op. 116 for concerts in Sweden and England, respectively. Some examples 
of this genre would be Ferdinand Ries’s Swedish National Airs with Variations, Op. 52 and 
Grand Variations on the National Air of Rule Britannia, Op. 116; Frédéric Chopin’s Variations 
on “La ci darem la mano”, Op. 2; Carl Maria von Weber’s Konzertstück in F minor, Op. 79.  For 
a more extensive list see Appendix A of Eklund, “Ferdinand Ries and the Concerted Fantasy,” 
135-144 
 
129 Lindeman, Structural Novelty, 35. 
 
130 These come from Lindeman’s brief notes on each concerto he analyzed in Structural 
Novelty, 191-315. 
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Summary 
Though the purpose of the concerto remained the same—to showcase the performer’s 
talent—compositional methods evolved from the classical concerto model in the early nineteenth 
century.  Composers give the soloist a distinct “personality,” reflected in more involvement with 
thematic material.  The Classical period harmonic plan based on tonic-dominant movement 
changed to include more exotic keys.  While virtuosity became integrated fully into the soloist’s 
material, eliminating the traditional cadenza, the first movement form changed to either 
challenge or eliminate the opening ritornello, forming a single exposition with both orchestra and 
soloist.  Perhaps no single composer better exemplifies this evolution of the piano concerto than 
Ferdinand Ries.  
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Chapter 3: Ferdinand Ries and the Early Romantic Concerto 
 
Biography of a Traveling Virtuoso 
Ferdinand Ries (1784-1838) is perhaps best known for being a pupil of Ludwig van 
Beethoven, but he was also one of the more prolific composers in the early nineteenth century, 
with over two hundred works catalogued by Cecil Hill in Ferdinand Ries: A Thematic 
Catalogue.131  Just like Beethoven, Ries was born in Bonn to a family of court musicians and his 
exact birthdate is unconfirmed, though his baptismal date is known: November 29, 1784.  The 
Ries and Beethoven families, both residing in Bonn in the second half of the eighteenth century, 
became acquainted beginning in 1785, when Ludwig studied the violin with Franz Anton Ries, 
Ferdinand’s father, who became good friends with Beethoven’s mother Maria.132  At the age of 
five Ries began to learn violin and piano under his father’s instruction; he continued to study in 
Bonn with his father for most of his adolescence.  The French army invaded Bonn and “swept 
away the electoral orchestra,” leaving the Ries family in financial hardship; not only was Franz 
Anton without a job, but so was Ferdinand, who had been promised a seat in the court orchestra 
by his cello teacher Bernhard Romberg.133  Ferdinand’s instruction with his father dwindled after 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
 
131 Hill, Ferdinand Ries: A Thematic Catalogue.  This includes 186 compositions with 
opus number and 89 without opus numbers; eight symphonies, nine concertos (eight for piano 
and one for violin), over fifty chamber works, numerous works for piano (including sonatas, 
polonaises, fantasias, rondos, variations), two operas, two oratorios, five overtures, and many 
secular and sacred songs. 
 
132 Eklund, “Ferdinand Ries and the Concerted Fantasy,” 29-30. 
 
133 William Ayrton, ed., “Memoir of Ferdinand Ries,” The Harmonicon 2, no. 15 (March 
1824): 33. 
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the French invasion in 1794; Franz Anton was more occupied with trying to earn a living for his 
family that included ten mouths to feed by 1802.134 
Seeking instruction in thorough bass and composition, a family friend took Ries to 
Arnsberg to study with a celebrated local organist; unfortunately rather than learning anything 
from the ineffectual teacher, Ries ended up giving his teacher violin lessons.135  Ries returned to 
Bonn after nine months in Arnsberg and studied composition by consulting textbooks; he also 
arranged for piano several string quartets by Mozart and Haydn as well as Haydn’s Die 
Schöpfung and Die Jahreszeiten, along with Mozart’s Requiem.136  Ries traveled to Munich in 
the late months of 1800,137 intending to study composition with Peter von Winter, but Winter left 
for Paris several months later.138  Ries had difficulty in finding pupils and found a meager 
income copying music, taking the little savings he accumulated in Munich to Vienna with hopes 
of studying with Beethoven.139 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
134 Eklund, “Ferdinand Ries and the Concerted Fantasy,” 31-32. 
 
135 Ayrton, “Memoir of Ferdinand Ries,” 33. 
 
136 Kathleen Joyce Lamkin, “The Solo Piano Sonatas of Ferdinand Ries: A Stylistic 
Study” (PhD diss., Northwestern University, 1981), 1-2. 
 
137 Ayrton, “Memoir of Ferdinand Ries,” 33. He went with the same friend with whom he 
went to Arnsberg, unnamed by the author of this memoir. 
 
 138 Donald W. MacArdle, “Beethoven and Ferdinand Ries,” Music and Letters 46, no. 1 
(January 1965), 23. 
 
139 Ayrton, “Memoir of Ferdinand Ries,” 33. 
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Ries began his study with Beethoven in October 1801140 thanks in part to a letter of 
recommendation from his father Franz Anton Ries, who assisted the Beethoven family 
financially after Ludwig’s mother died.141  Beethoven gladly took Ries “under his immediate 
care,” lending or giving the young Ries money when needed and allowing Ries to be the first to 
take the title of “pupil of Beethoven.”142  However as a piano teacher, Ries said: “contrary to 
[Beethoven’s] nature he was extraordinarily patient. I could only attribute this, and his almost 
unfailingly amicable behavior toward me, mainly to his love and affection for my father.”143  As 
a teacher Beethoven concentrated more on the character of Ries’s playing rather than correcting 
wrong notes; while missing notes is accidental, lacking character or expression in one’s playing 
shows “inadequate knowledge, feeling, or attention.”144  Ries’s first public appearance as 
Beethoven’s first acknowledged pupil was in July 1804 playing his teacher’s C minor concerto, 
Op. 37; Ries composed his own cadenza of which Beethoven approved, save for an extremely 
difficult portion that Ries continually “bungled” while practicing but managed to play perfectly 
in his debut, prompting a “Bravo!” from his teacher.145  A review of Ries’s debut concert in the 
Allgemeine musikalische Zeitung described his playing as giving proof of “a very smooth 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
140 Franz Wegeler, Beethoven Remembered, 180n38.  Ries believed the date to be 1800, 
but the compositions he mentions Beethoven working on coincide with 1801, rather than Ries’s 
date of 1800. 
 
141 Ibid., 65. 
 
142 Ayrton, “Memoir of Ferdinand Ries,” 34. 
 
143Wegeler, Beethoven Remembered, 82. 
 
144 This remark is by Ries, recollecting Beethoven’s opinions on informed performance.  
Ries’s anecdotes make up Part II of Beethoven Remembered.  Ibid., 83. 
 
145 Ibid., 101-2.  Ries also states he was also the only student of Beethoven to make a 
public appearance with such a title. 
 
	  	   55 
expressive execution as well as unusual polish and sureness, overcoming with ease the most 
extraordinary difficulties.”146  Beethoven would not however take Ries as a composition student; 
instead he recommended that Ries study with the elderly Johann Georg Albrechtsberger (1736-
1809), his own composition and thorough bass instructor.  While Albrechtsberger was the 
“master of all composers,” his lessons were pricy for Ries; at a ducat per lesson, Ries’s limited 
income did not allow him to study with Albrechtsberger for long, forcing him to return to 
studying his books, continuing his trend of short-lived composition teachers.147  The fact that 
Ries had so little instruction in composition from qualified teachers makes his substantial output 
in distinct genres that much more impressive.148  
In 1805 Ries was conscripted to join the French army.  Given that a failure to appear 
before the Commissioners of Conscripts would have meant potential danger to his family, he set 
out for Bonn by way of Prague, Dresden, Leipzig, and Koblenz; thanks to an eye injury he 
sustained at a young age, Ries was declared “incapable of service” and released from his 
obligation.149  While in Bonn in 1806, Ries completed his first piano concerto, the Op. 123, 
though he held off publication until 1823.  Ries then went to Paris for two years, which were not 
at all productive as a performer, composer, or teacher.  Strangely, Ries did not use the referral 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
146 H.C. Robbins Landon, ed., Beethoven: A Documentary Study, trans. Richard Wadleigh 
and Eugene Hartzell (London: Thames & Hudson, 1970), 131. 
 
147 Lamkin, “The Solo Piano Sonatas of Ferdinand Ries,” 2-3.  Albrechtsberger also 
instructed Johann Nepomuk Hummel, Joseph Weigl, Ignaz von Seyfried, Joseph Eybler, and 
Ignaz Franz von Mosel, all working composers at the turn of the nineteenth century. 
 
148 Ayrton, “Memoir of Ferdinand Ries,” 34.  The Harmonicon also celebrates Ries’s 
musical memory, reporting that even before traveling to Vienna, Ries could play from memory 
“a great part of Sebastian Bach’s fugues, and of the works of Mozart and Beethoven.”  
 
149 Ibid.  Ries actually met the Commissioners of Conscripts in Koblenz, where he was 
discharged and, instead of returning to Vienna, went to his hometown of Bonn. 
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letter Beethoven wrote to him to present to Princess Liechtenstein, instead choosing to keep it as 
a “testimonial of Beethoven’s friendship and love.”150  In fact, when Ries was prepared to give 
up as a musician and asked an “influential friend” to find him a government job, the friend 
encouraged Ries to try his musical luck in Russia.151  Ries’s relationship with Beethoven in this 
period was rocky at best; the tension between the two men was primarily due to a 
misunderstanding regarding a Kapellmeister job: after Beethoven refused the Kapellmeister 
position at Cassel offered by the King of Westphalia, Ries was offered the job.  Not knowing 
this, Beethoven thought Ries attempted to get the position behind his back and slighted Ries’s 
social calls for several weeks before Ries cleared the air.152  This misunderstanding may account 
for the lack of correspondence between the two men until Ries moved to London in 1813.153   
Before leaving for Russia, Ries traveled home to Bonn again, encountering the French army on 
his journey from Vienna; the army seized him as a soldier and subsequently let him go due to 
insufficient time for training.  In his brief time in Bonn, he composed the Op. 115 concerto, but 
yet again held off on its publication until much later (1823).  Ries made successful tour stops in 
Cassel, Hamburg, Copenhagen, and Sweden.154  He met his old teacher Romberg in St. 
Petersburg and made several more tour stops en route to Moscow but, due to another run-in with 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
150 MacArdle, “Beethoven and Ferdinand Ries,” 26-7. 
 
151 Ayrton, “Memoir of Ferdinand Ries,” 35.  This friend is most likely a different one 
than the family friend who dragged Ries to Arnsberg and Vienna. 
 
152 Wegeler, Beethoven Remembered, 83-5.  Ries ended up missing out on the position 
after this situation; he then elaborates on Beethoven’s tendency to be suspicious of others. 
 
153 Eklund, “Ferdinand Ries and the Concerted Fantasy,” 38-9. 
 
154 Ayrton, “Memoir of Ferdinand Ries,” 35.   
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the French army in its 1812 campaign, never reached the city.  During his time touring in Russia, 
Ries composed the Op. 42 and Op. 55 piano concertos. 
Partly to escape meeting the French army again, Ries decided to go to London; on the 
way Ries stopped again in Sweden and gave at least two concerts in Stockholm during his six-
week stay in the city.  A program containing several works by Ries from a March 14, 1813 
concert in Stockholm cites the premiere of his Op. 55 concerto, which Ries may have used as a 
submission piece to ensure his admission as a member of the Swedish Royal Academy of 
Music.155  Ries displayed his membership in the Swedish Royal Academy of Music, an honor 
previously bestowed upon Joseph Haydn, on the title page of five of the remaining six concertos 
he would compose.156  Ries arrived in London in April 1813 and was elected a member of the 
Philharmonic Society the next year, thanks to Sir George Smart and Johann Peter Salomon, his 
father’s former teacher.157  The Philharmonic Society commissioned several works from Ries 
and also employed him as conductor and pianist.  While several of his concertos premiered at the 
Philharmonic Society, Ries did not perform concertos often and never played a concerto by his 
teacher while in London.158  Yet he facilitated the publication of several works by Beethoven and 
attempted to arrange a London performance in 1817 that eventually fell through due to 
Beethoven’s uncertain health.159  Ries spent just over a decade in London, which brought him 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
155 Eklund, “Ferdinand Ries and the Concerted Fantasy,” 40-3. 
 
156 Only the Op. 120 title page does not include Ries’s honorary title. 
 
157 Eklund, “Ferdinand Ries and the Concerted Fantasy,” 44. 
 
158 Therese Marie Ellsworth, “The Piano Concerto in London Concert Life Between 1801 
and 1850 (Ph.D. diss., University of Cincinnati, 1991), 56-7. 
 
159 MacArdle, “Beethoven and Ferdinand Ries,” 28-32.  These pages include more 
detailed correspondence between Ries and Beethoven regarding publishing and editing works. 
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great merit as a pianist and teacher; The Harmonicon greatly praised Ries as a composer whose 
compositions could at least stand beside “the three illustrious symphonists” and as “one of the 
finest piano-performers of the present day.”160   
Ries left London for his homeland after a productive decade, during which he composed 
many piano works, four symphonies, several chamber works, and two concertos—the Op. 120 
“Concerto Pastoral” and Op. 132, which appeared in a farewell concert on April 8, 1824, aptly 
named “Abschieds-Concert von England.”161  Ries retired to Gödesberg, a small village south of 
Bonn, and was the music director of the Niederrheinische Musikfeste “no fewer than eight” 
times between 1825 and 1837.162  He still toured actively as a pianist, composing the Op. 151 
“Gruss an den Rhein” concerto in 1826 to commemorate his return to the Rhineland before 
moving to Frankfurt and composing the Op. 177 concerto sometime in the 1830s.163  During this 
time, Ries composed his two operas and oratorios and collaborated with Franz Wegeler on the 
first significant Beethoven biographical document, Biographische Notizen über Ludwig van 
Beethoven.164 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
 
160 Ayrton, “Memoir of Ferdinand Ries,” 35.  The memoirs only extend to Ries’s time in 
London; the final paragraph mentions his farewell concert 
 
161 Lamkin, “Solo Piano Sonatas of Ferdinand Ries,” 8.  Nickname translates to: 
“Farewell Concerto to England” 
 
162 MacArdle, “Beethoven and Ferdinand Ries,” 32-3.  Ries also conducted the Frankfurt 
Cäcilienverein several months before his death in 1838. 
 
163 The composition date of the Op. 171 concerto is unknown.  Hill only mentions a 
publication date of 1834/5.  
 
164 Lamkin, “Solo Piano Sonatas of Ferdinand Ries,” 9.  Operas: Die Räuberbraut, Op. 
156 (1827) and Liska, Op. 164 (1831).  Oratorio: Der Sieg des Glaubens, Op. 157 (1829) and 
Die Könige in Israel, Op. 186 (1837). 
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Ries’s Concertos 
Ries’s eight piano concertos reveal a progression from the Beethovenian concerto model 
to a more virtuosic, soloist-focused model that many of his contemporaries discussed in Chapter 
2 also used.  The absence of at least a mention of Ferdinand Ries—a pupil and lifelong friend of 
Beethoven—in the history of the piano concerto is therefore puzzling.  Ries’s eight concertos 
have been published in full score in editions edited by Allan Badley and Bert Hagels, published 
by Artaria Editions and Ries & Erler, respectively.  While there has been extensive study of 
Hummel and Dussek’s concertos by Mitchell and Lindeman, respectively, Ries’s concertos have 
not received similar scholarly treatment.  The numbering of these eight concertos is confusing 
and problematic: Ries’s first concerto was for violin and since his works were numbered in order 
of publication, this now-lost violin concerto is numbered first.  (See Table 6)  Ries’s life as a 
traveling virtuoso meant that he withheld concertos from publication while touring and when he 
did authorize a printer, he did not necessarily publish them in the order he composed them, so the 
first six concertos are incorrectly numbered in terms of chronology.  Cecil Hill’s catalogue of 
Ries’s works includes only some composition and publication dates taken from manuscripts and 
first edition printings, respectively; these dates however are not completely ironclad because for 
many works Ries retroactively added composition dates when creating his personal catalogue.  
After working for nearly a decade with Artaria to publish an individual edition for each of Ries’s 
concertos, editor Allan Badley believes that the “revised numbering” in Table 6 is the most 
probable order of composition for Ries’s concertos.165  This revised numbering follows the order 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
165 Taken from the commentary to Ferdinand Ries, Piano Concerto in E-flat, Op. 42, ed. 
Alan Badley (Wellington, NZ: Artaria Editions Limited, 2013), iv.  Ries also wrote a concerto 
for two horns, WoO 19, c. 1811.  Cecil Hill, “Ries,” Grove Music Online, Oxford Music Online, 
Oxford University Press, accessed June 10, 2015, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/23444pg4. 
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of composition rather than publication, excluding the violin concerto, which remains first.  To 
avoid confusion between these numberings, I will refer to these concertos by opus number.  The 
final concerto, Op. 177, was most likely composed sometime near its publication date of 1834/5 
judging by the previous two concertos, all of which Ries composed while retired from life as a 
professional performer.   
Table 6: Concertos by Ries 
Revised 
numbering 
Published 
numbering 
Op. City of composition 
and date 
Publication 
date 
No. 1 (for 
Violin, lost) 
No. 1 24 Bonn, 1810 N/A 
No. 2 No. 6 123 Bonn, 1806 1824 
No. 3 No. 4 115 Bonn, 1809 1823 
No. 4 No. 2 42 St. Petersburg, 1811? 1812 
No. 5 No. 3 55 St. Petersburg, 1812 1815 
No. 6 No. 5 120 London, 1814? 1823 
No. 7 No. 7 132 London, 1823 1824 
No. 8 No. 8 151 Godesberg, 1826 1827 
No. 9 No. 9 177 Unknown 1834/5 
 
It is worth noting that none of these compositions coincide with Ries’s residence in 
Vienna, although this does not necessarily rule out any direct influence from Beethoven.  
Furthermore, Ries’s anecdotal tales in Biographische Notizen über Ludwig van Beethoven make 
no mention of Beethoven reviewing any compositions by Ries, save for the cadenza to 
Beethoven’s Op. 37 mentioned above.  Indeed, Ries’s concertos seem fully at home with the 
styles, structures, and techniques not of his illustrious teacher, but his own contemporaries.  
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Increasing the Soloist’s Personality 
As described at the end of the previous chapter, the changes Beethoven made to the genre 
of the piano concerto influenced a large group of composers at the beginning of the nineteenth 
century.  Ries, as a member of this generation of composers, tends to follow the same trends as 
contemporaries Dussek, Hummel, and Moscheles.  These trends all contribute to the increase of 
the soloist’s presence in a concerto.  First I will concentrate on Ries’s approach to composing 
first movements, showing how Lindeman’s three major trends—the soloist’s role in thematic 
material increases, the basic harmonic plan of the first movement changes, virtuosic solo 
material outside of cadenzas increases—are present in Ries’s concertos.  Then I will take a 
broader look at the three-movement format and compare Ries’s approach to Beethoven’s.  
One way to increase the soloist’s presence in a concerto is to add more thematic material 
for the soloist to introduce, creating an individual “personality.”166  In order to better distinguish 
the soloist from the orchestra and create this distinct personality, the soloist in Ries’s concertos 
usually introduces at least one new theme in S1.167  While contemporaries like Dussek might 
allow the soloist to introduce enough new themes to virtually create a new exposition, Ries gives 
the soloist several new themes but always retains at least a common P or S theme, thus keeping a 
sense of dialogue with the orchestra’s themes from R1.  Op. 115 is a good example of this 
approach: after an Eingang, the soloist enters with material that restates the P theme with some 
variation.168  The soloist transitions to the relative major with new material (TR2), restates the S 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
166 Lindeman, Structural Novelty, 22-23. 
 
167 For full breakdowns of Ries’s concertos see the Appendix. 
 
168 An Eingang is an improvisatory passage that articulates either a transition to a new 
section, or the return of a theme; this contrasts with a cadenza, which acts a harmonic resolution 
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theme from R1, and also adds a new S theme.  The soloist closes out the expositional material 
with a display episode in the new key.169  In seven of the eight concertos, the soloist introduces 
several new themes that return in the recapitulation.  Ries’s thematic approach in Op. 120 
resembles Beethoven’s Op. 58: R1 does not include an S theme; instead the soloist introduces 
secondary themes in S1.  In Op. 177 the soloist completely restates the thematic material that the 
orchestra introduces in R1, with the requisite display episode at the end of S1.  Perhaps to make 
up for this lack of thematic personality, Ries writes two new themes for the soloist in the 
development, both in remote chromatic keys.  In any case, though Ries does follow a general 
concerto-sonata plan, he does not place a premium on thematic variation, rather placing more 
emphasis on the soloist’s ornamentation of a melody or exhibition of technical skills, which I 
will address below.  Ries’s themes are simple, brief, and oftentimes elide into transitional or 
display-like material; this makes it more difficult to quantify them than, say, Mozart’s, whose 
themes are structured in more-defined periods.  While Ries’s themes are balanced with 
antecedent and consequent phrases, the soloist’s ornamented versions of themes usually involve 
phrase endings that are more free form and display-oriented.  (See Figure 7) 
Figure 7: Ries, Concerto in D, Op. 120 – I. Allegro, excerpts 
a) R1:\P theme played by violin I, mm. 28-37 
 
  
 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
of the preceding material.  Philip Whitmore, Unpremeditated Art: The Cadenza in the Classical 
Keyboard Concerto (Oxford: Clarendon Press, 1991), 193. 
 
169 I will discuss display episodes in further detail below when dealing with the increased 
virtuosity. 
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b) R1:\P theme played by soloist with ornaments, mm. 95-106 
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Departure from the Classical Harmonic Design 
Lindeman’s second trend underlines the fact that the typical harmonic plan of the 
Classical concerto no longer seemed to be desirable, as composers tend to modulate to various 
unrelated keys in both R1 and S1. Though Ries’s exploration of keys is not always as exotic as 
Beethoven’s, the secondary theme in R1 is always in a key other than the tonic; this represents a 
distinct difference from the classical model where the secondary theme at most hinted at the 
dominant or relative key.  While a completely diatonic R1 would make the soloist’s shift to an 
unrelated key most shocking, this was not an approach that Ries used.  In R1 the secondary 
theme either modulates to the relative major or minor key, as in Opp. 115, 42, 55, 132, and 177, 
or the dominant key as in Opp. 120 and 151.  Only in Ries’s first concerto, Op. 123 in C, does he 
venture into a chromatically related key, the major submediant, in R1.  The other areas of 
diversion from the typical harmonic plan occurs in S1, before or after the soloist presents S;170 
rather than moving to the new key proposed by the transition zone or confirming the new key in 
the closing material, Ries usually includes display sections or new themes in a variety of 
different keys.   
Lindeman coined the term “lyrical digression” to describe a soloist-featured thematic 
passage that was typically in a remote key, using Beethoven’s Op. 73 as a primary example.  
Along with shifting to distantly related keys in R1 and S1, Ries also uses these digressions in his 
concertos.  In Op. 123 in C, after the soloist presents the R1:\S1 theme in A major, there is a 
display episode that leads to a new theme, S2.  (See Figure 8) This short theme is in the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
170 Regarding digressions around the S statement in S1, Mozart digresses more in his later 
piano concertos.  Digressions after S occur in K. 414, 451, 453, 466, 467, and 491; digressions 
before S occur in K. 456 and 595; digressions both before and after occur in K. 467 and 537; 
digressions between S themes occurs in K. 459.  From Lindeman’s analysis of Mozart’s 
concertos, Lindeman, Structural Novelty, 251-4. 
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Figure 8: Ries, Concerto in C, Op. 123 – I. Allegro con spirito, mm. 177-196 
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Neapolitan key of B-flat major, just a half step away from the new key.  Another display episode 
pulls the tonality back to A, but now in a different mode, A minor (mm. 161-210).  After 
preparing for an ending in VI, this shift to the Neapolitan altered the outcome, as the orchestra 
confirms A minor as the new key in R2 (mm. 210-225).  The corresponding point in the 
recapitulation also moves to the Neapolitan, but the soloist regains the tonic in the proper mode 
for the closing display episode.  Op. 115 in C minor contains an abrupt lyrical digression in G-
flat major (bV in the tonic, or bIII in the proposed new key), before a display episode closes S1 
and confirms the correct key of E-flat (mm. 151-196).  In Op. 42 in E-flat, there is a lyrical 
digression to G-flat as well, again before a closing display section (mm. 150-9), though at this 
point it acts as a chromatic mediant (bIII).  Much like Beethoven’s Op. 73, the soloist in Ries’s 
Op. 55 in C-sharp minor digresses to the chromatic submediant of the proposed key in the 
closing material—here written enharmonically as E major, bVI/V (mm. 177-181)—before 
correcting itself to E-flat, the dominant of the proposed key in S.  Ries also includes the same 
choice of the chromatic submediant in Op. 132 in A minor.  These lyrical digressions appear in 
five of the eight concertos; and while some reappear transposed in the recapitulation R3/S3—
Opp. 123, 55, and 132—others only appear in S1—Opp. 115 and 42.   
The R2 section in the classical period is essentially a brief closing orchestral ritornello 
that confirms the new key attained in S1 and the key in which the development will begin; 
however, in several concertos, Ries uses this space to move away from the new key.  Op. 120 in 
D contains an interesting harmonic shift driven by the orchestra at the beginning of R2: after a 
lengthy time establishing F (here the flat mediant, bIII) as the new key area in TR3 and both S 
themes (mm. 123-204), the orchestra begins R2 with a strong A major chord.  This completely 
undermines the time just spent establishing F major as the new key, but the orchestra quickly 
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shifts back to the “correct” key of F before the soloist enters in S2.  After confirming the new 
key in R2 of Opp. 132 and 151, the orchestra confirms and drastically transitions through new 
keys before the soloist enters in a new key: in Op. 132 in A minor the orchestra transitions from 
III – bV – bVII (mm. 230-270) and in Op. 151 in A-flat from iii – vii – IV- bVII (V/bIII) (mm. 
264-296).171   These instances are not the only examples of unexpected key choices, as the S2 
areas of most of these concertos—especially Opp. 132 and 177—contain many chromatic keys, 
though this is somewhat expected in the development. 
 
Addition of Virtuosity 
The third trend—an overall increase in virtuosity throughout the solo part—is perhaps the 
most immediately recognizable aspect of Ries’s concertos.  The first entrance of the piano in S1 
presents virtuosity immediately with an Eingang-like passage.  Mozart’s concertos contain many 
examples of Eingänge, thirteen of which are included in K. 624/626a; these often occur in the 
finales of Mozart’s rondo movements, just prior to the restatement of the rondo theme after an 
episode in a contrasting key.172  Beethoven also includes Eingang-like passages in the finales of 
some of his concertos in similar locations.  In the opening movements of five of Ries’s piano 
concertos, the composer includes these introductory passages that basically function as written 
Eingänge.  While Mozart’s Eingänge were not originally notated, Ries does write explicit 
passages that display a pianist’s virtuosity and explore the home key of the concerto.  Oftentimes 
Ries also includes the orchestra in these passages, though it has only a minimal accompanimental 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
171 In my tables for these concertos I placed these events in the R2 column because the 
orchestra is alone, though they could also be argued to be in the S2 column since they are 
developmental. 
 
172 Whitmore, Unpremeditated Art, 121. 
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role.  In Opp. 115, 42, 120, 151, and 177 the soloist asserts its presence in comparison to the 
orchestra with virtuosic Eingang-like passages before restating or introducing new thematic 
material.  The fact that Ries includes a written introductory passage before the soloist presents 
any real thematic material adds to the distinct personality of the soloist while also increasing the 
concerto’s level of virtuosity.  These written passages are akin to the solo material at S1 in 
Beethoven’s Op. 73; Ries never includes a dramatic display of virtuosity by the soloist at the 
beginning of a concerto like Beethoven does in Op. 73, but Ries’s written Eingang passages 
display a similar line of thinking.  
After the initial display of virtuosity in the Eingang that begins S1, the soloist ends S1 
with the display episode, a lengthier display of virtuosity.  In Ries’s concertos the display 
episode functions primarily as closing material for S1 and also S3; these display episodes more 
often than not reappear in exactly the same place in the recapitulation, transposed to the 
appropriate key.  For example, the display episode in Op. 42 in in E-flat (mm. 159-79) functions 
as the closing material of S1, reinforcing the dominant key of B-flat; the same display episode 
material returns in R3/S3 to reinforce the tonic (mm. 307-27).  In these display episodes, Ries 
both highlights his virtuosic skills as a pianist and also establishes the piano’s distinct personality 
from the orchestra.  In addition to the typically-placed display episodes, in order to add even 
more virtuosic material, Ries sometimes includes additional display episodes at other points in 
the first movement.  Though they do occur in atypical places in the form, I use the term display 
episode to describe these passages due to their saturated virtuosic material.  These added display 
episodes can appear either as transitional material in S1 or developmental material in S2; both 
additional placements of a display episode drive toward a goal of either a new theme or the 
recapitulation, respectively.   
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Op. 123 in C, for example, contains all three types of display episodes.  The first occurs 
after the soloist restates the S1 theme in the new key, serving to transition to a lyrical digression 
(S1:\S2) to the Neapolitan of the new key (mm. 161-185). The traditional display episode closes 
S1 in the new tonal area, but changes mode, leading to a confirmation of this new mode in R2 
(mm. 196-210).  The development contains a distinct display episode of pure virtuosity as well, 
unrelated to the previous two display episodes.  Just like in Op. 42, these two display episodes 
reappear transposed in S3; in this case the transition display episode in C (mm. 367-90) leads to 
S2 in D-flat (mm. 391-402), then the closing display episode returns in C (mm. 402-413).  The 
S2 of Op. 123 contains the development display episode (mm. 281-318), which here also 
functions as a retransition to the recapitulation section, R3/S3. 
The addition of new display episodes replaces the purpose of the cadenza as the showcase 
of a performer’s skill, but Ries does not wholly eliminate cadenzas.  Instead of allowing the 
performer to improvise a cadenza at the typical point—the middle of the final ritornello—Ries 
sparingly includes cadenzas at other points in the concerto, similar to the transitional function of 
an Eingang.  However, these cadenzas were not improvisatory in nature, for they were written 
out much like those in Beethoven’s Op. 73.173  Op. 123 is the only concerto by Ries that contains 
the conventional improvised cadenza point in the final ritornello.  Ries also includes a written 
cadenza that occurs just prior to the transitional display episode in S2 that leads to R3/S3 (mm. 
279-80).  A cadenza is also present in the development of Op. 115 (m. 234), Op. 42 has a 
cadenza in the middle of S1 just after the soloist presents a new P theme (m. 128), and Op. 132 
contains a cadenza in R3/S3 before it presents the S theme (m. 366).  
 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
173 Since Ries premiered these concertos, it is possible that he also improvised other 
versions of these cadenzas before explicitly writing them out for publication. 
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Adjusting the Ritornello-Based Model 
As I mentioned above, Lindeman identifies a fourth compositional trend during the early 
nineteenth century: composers tended to challenge the “supremacy” of the orchestra in the 
opening ritornello or circumvent the need for an opening ritornello at all.174  Ries follows this 
tendency to a point, in that he blends the ritornello and solo sections without definitive 
“signposts” marking the end of each section.  Mozart and Beethoven’s opening ritornellos all end 
with the full orchestra definitively in the tonic key before the soloist enters in S1.  In contrast, the 
opening ritornello in Ries’s concertos usually ends quietly, almost deferring to the soloist.  In 
Op. 123, after emphatic V-I repetitions, the winds drop out and the strings continue quietly, 
ending on the dominant (Figure 9).   
Figure 9: Ries, Concerto in C, Op. 123 – I. Allegro con spirito, end of R1, mm. 80-86 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
 
174 Lindeman, Structural Novelty, 25. 
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After a confirmation of the tonic C-sharp minor in Op. 55, the orchestra suddenly quiets and 
eventually slows down before the soloist enters (mm. 55-73).  Ries uses the same tactic before 
the soloist’s entrance in the second closing theme of Op. 132 in A minor as well (mm. 79-96); 
the orchestra does not confirm A minor, but instead sits on the dominant E.  This ambiguity 
allows the soloist to open with an unexpected A major P theme at m. 97.  The orchestra also 
hushes in the second closing theme in Op. 120 in D (mm. 65-73), introducing a horn solo over 
quiet strings that does not confirm D major until the soloist’s entrance at m. 73. The orchestra 
also energetically begins a closing theme in Op. 42 but fades to pianissimo with pizzicato strings 
that leads to the soloist’s emphatic assertion of the tonic in its Eingang-like material (mm. 66-
80).  The R1 closing theme in Op. 115 does not finalize the tonic C minor and runs into the 
soloist’s Eingang-like introductory material, which then does confirm C minor as the tonic (mm. 
62-75, 76-88).  The closing theme of R1 in Op. 151 in A-flat loses track of the key and instead of 
the expected dominant pedal E-flat, the orchestra sits on an E natural diminished seventh chord 
(mm. 77-89) until the soloist’s entrance at m. 89.  In Op. 177 the orchestra only reaches the 
subdominant chord in an expected iv-V-I progression (mm. 67-79) before the piano interjects a 
lengthy Eingang-like introduction (mm. 79-105) and eventually confirm the tonic G minor at m. 
106. 
As demonstrated in Chapter 1, the soloist becomes increasingly important in Beethoven’s 
final two concertos, yet the soloist’s material is never overly virtuosic.  In Ries’s concertos, 
however, the soloist exudes virtuosity throughout the piece, dominating the orchestra’s voice.  
Though some contemporaries completely downplayed the role of the orchestra—Kalkbrenner 
especially—Ries still gives the orchestra a voice, but for the most part its role throughout the 
concerto is more subservient than it is in Beethoven’s concertos.  Highlighting the orchestra’s 
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passive endings to the opening ritornellos was one way that Ries gave the soloist more authority 
in the dialogue with the orchestra.  Op. 132 in A minor exemplifies Ries’s soloist-dominated 
concerto style.  The closing themes of the opening ritornello seem to confirm A minor as the 
tonic, yet an extension (mm. 83-96) leaves doubt, ending on a half cadence.  This creates the 
opportunity for the soloist to enter in a new mode and also present a new primary theme (mm. 
97-124).  The soloist shifts to the tonic minor at the beginning of a new transition theme, making 
its way to the relative major.  However, when the secondary theme returns, the orchestra is the 
first to state it, followed by the soloist’s ornamented version.  The development begins with the 
soloist’s primary theme (P2) returning in the distant key of G-flat major.  An abrupt change in 
mode occurs again (now to F-sharp minor) as a new display episode drives towards a return to 
the orchestra’s P1 theme.  This recapitulation of the orchestra’s P1 is unusual, but it is 
abbreviated and leads immediately to a lengthy written cadenza where the soloist restates P2 in 
several variations.  The cadenza elides smoothly into the secondary theme that the soloist 
introduces, this time in dialogue with the orchestra.  After the final ritornello confirms A minor 
with closing themes, the soloist again refutes this with an unexpected restatement of the first 
phrase of P2, followed by brilliant scales and arpeggios. 
 
Middle Movements and Finales 
Little scholarship exists concerning the middle movements and finales of concertos in 
general.  Analyses tend to concentrate on the opening movement form—and rightly so, as the 
first movement undergoes the most change from the Classic to Romantic period.  It is therefore 
difficult to make comparative claims about Ries’s compositional style without a comprehensive 
study of middle movements and finales of Dussek, Hummel, Moscheles, Steibelt, etc.  However, 
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there is a degree of similarity between approaches to middle movements and finales in the 
concertos of Ries and Beethoven.  Beethoven’s experiments with the Mozartean approach to the 
concerto, discussed in Chapter 1, involve an expanded harmonic language, especially in the 
middle movements.  Ries explores a variety of keys in middle movements, often using chromatic 
keys, as shown in Table 7. 
Table 7: Middle Movement Keys in Ries’ Concertos 
Concerto Middle movement 
key (relation to 
tonic) 
Op. 123 in C F    (IV) 
Op. 115 in C minor A-flat    (VI) 
Op. 42 in E-flat A-flat minor    (iv) 
Op. 55 in C-sharp minor A    (VI) 
Op. 120 in D B-flat    (bVI) 
Op. 132 in A minor D    (IV) 
Op. 151 in A-flat F    (VI) 
Op. 177 in G minor D    (V) 
 
Ries’ approach to these middle movements is similar to Beethoven’s treatment of some 
middle movements and Hummel’s style in general, with Ries using variation and ornamentation 
on a simple melody throughout.  Most are in ternary form, with a longer B section that explores 
several keys, while Op. 132 is in rondo form.  The middle movements all feature the soloist with 
the orchestra mainly serving as accompaniment; to add even more virtuosic content, Ries adds 
cadenzas mid-movement in Opp. 123, 115, and 132.  Occasionally Ries features a solo orchestral 
instrument as well: clarinet in Op. 42 and cello in Op. 120. Each movement naturally has a 
distinct quality, whether it is interesting key areas or featured instruments, but all serve as a 
break between the frenetic pace of the outer movements.   
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For Ries the primary purpose of the middle movement was to provide a slow digression 
from the fast previous movement and to serve as an introduction to the finale.175  Six of Ries’s 
concertos exhibit a connection between middle movement and finale: these vary from explicit 
transitions similar to Beethoven’s Op. 73, to subtler connections as in his Opp. 37 and 58. Four 
of Ries’s first five concertos, Opp. 115, 42, 55 and 120, contain explicit markings—“attacca il 
Rondo” or simply “attacca”—between the middle movement and finale.  In order to have such a 
clear connection tonally, Ries has to tonicize the concerto’s home key. For example, the middle 
movement in Op. 55 in C-sharp minor is set in A major; after a circle of fifths progression and a 
chromatic step up, Ries brings back the A theme in G-sharp major, the dominant of the finale 
(mm. 38-54).  In his first concerto, Op. 123 in C, Ries uses an atypical construction for the 
finale: an introduction and cadenza at the beginning of the finale itself rather than at the end of 
the middle movement.  Here the middle movement is in F major (IV) and the introduction of the 
finale begins where the middle movement ended, on an F; the orchestra moves in a scalar motion 
to outline the dominant seventh chord and pauses on a unison G to set up the soloist’s cadenza 
(mm. 1-5).  
However, the most common choice for transitions between movements for Ries is a 
cadenza: the middle movements of both Op. 115 and Op. 42 end with an emphatic dominant 
seventh chord and written cadenza that leads immediately into the finale.  Ries uses a similar 
tactic in Op. 120, choosing to introduce a solo horn at the end of the movement to foreshadow its 
prominence in the finale.  The final three concertos, however, show a move away from the direct 
links like cadenzas and attacca markings.  Op. 132 in A minor seems to have no direct 
connection between movements: the middle movement ends resolutely in D major and the finale 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
175 Moscheles also includes an attacca marking at the end of the middle movement in his 
Concerto No. 3 in G minor, Op. 58/60.   
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begins back in the tonic A major with a short orchestral vamp before the soloist enters with the 
rondo theme.  On the other hand, Opp. 151 and 177 include a substantial introduction before the 
rondo theme: the orchestra begins both finales with introductory material preparing the return to 
the tonic and the soloist enters with Eingang-like material that leads into the first appearance of 
the rondo theme.  
Following the same plan as Beethoven’s concerto finales, all of Ries’s finales are set in 
rondo form. One noticeable change is the expanded length of these finales: Beethoven’s finales 
average 478 measures, while Ries’s average 515 measures—the shortest is Op. 115 (347 mm.) 
and longest is Op. 151 (794 mm.).176  Though the difference in length may not seem drastic, the 
finales of Ries’s concertos are substantially longer than the opening movements, which average 
just 414 measures.  This is a change from the concertos of both Mozart and Beethoven, whose 
outer movements are roughly the same length.177  Contributing to the length is the increased 
amount of virtuosic solo material that pervades the final movement especially; therefore, after 
the orchestra repeats the rondo theme at the outset of the movement, the soloist plays almost 
constantly.  Ries’s rondo form finales also necessarily contain several episodes in new keys, 
which provide Ries with the chance to continue his use of a diverse harmonic language. 
 
Summary 
Ferdinand Ries, in his approach to composing concertos, seems to align with his 
contemporaries Dussek, Hummel, and Moscheles.  He creates a distinct personality for the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
176 For reference, Mozart’s Vienna concerto (K. 413-595) finales average just 362, 
though a 500-measure finale is not unheard of: K. 459 and 488 both have over 500 measures. 
 
177 First to last movement average length in measures: Mozart 373:362, Beethoven 
454:478, Ries 414:515. 
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soloist, giving it a major role in thematic introduction and development.  Ries employs a great 
deal of harmonic variety as well; gone is the traditional tonic-dominant polarity prominent in the 
classical concerto.  Finally, Ries eliminates the cadenza in the first movement and instead 
intensifies the virtuosity of the solo part throughout; this is especially present in additional 
display episodes that contain particularly high levels of virtuosic material.  While Ries gives the 
soloist a distinct voice in the thematic development of his concertos, creating original, pleasing, 
and memorable themes are not necessarily his strength. An 1820s English review of Ries as a 
composer describes him as:  
[O]ne of the most voluminous composers we have, and his style is certainly peculiar.  His 
pieces seldom if ever afford us unqualified pleasure, and this result we mainly attribute to 
want of that gracefulness which never fails to delight, even when science is wanting.  It 
cannot be too often repeated that melody is music.  Mr. Ries frequently loses himself, or 
rather the sympathy of his hearers, in his aim to be original; he overstrains this certainly 
desirable quality, and forgets that simplicity which is amongst the most certain 
indications of genius.178  
 
To be sure, Ries owes much to Beethoven, particularly in terms of structure and orchestration.  
However, Ries also has his own style that is intentionally different: notably, the fact that Ries’s 
piano writing more closely resembles that of Hummel and other virtuosi rather than Beethoven, 
particularly the additional display episodes.  Ries, as the quote above suggests, also does not 
place as much emphasis on a thematically driven work as Beethoven; while there is a substantial 
amount of melodies, there is not the same amount of motivic-emphasis.179  Perhaps for these 
reasons, Ries’s concertos—like those of his contemporaries Dussek, Hummel, Moscheles—do 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
178 Eklund, “Ferdinand Ries and the Concerted Fantasy,” 48.  Quote from Quarterly 
Music Magazine and Review 4 (1822), 110-11. 
 
179 Ferdinand Ries, Piano Concerto in A minor, Op. 132: Abschieds-Concert von 
England, edited by Allan Badley (Wellington, NZ: Artaria Editions, 2009), v-vi. 
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not enjoy the same status as Mozart, Beethoven, or Liszt in today’s concert repertoire or modern 
scholarship. 
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Conclusion 
 
After examining the subtle shift in approaches to concerto composition in the early 
nineteenth century—from the classical concertos of Mozart, through the expansion of the genre 
by Beethoven, and finally to the early generation of virtuoso concertos—Ferdinand Ries belongs 
in the same category as virtuoso contemporaries Dussek, Hummel, and Moscheles.  These four 
composers all kept the classical concerto structure intact for the most part; the first movement 
saw the most change, as Lindeman found in his study of the genre.  This group experimented 
with form by altering the thematic involvement of the soloist and orchestra, increasing harmonic 
variety, and infusing the solo part with a high degree of virtuosic material.  
Despite the popularity of these concertos in their day, it is telling that most did not 
continue to be performed after their composer’s death, let alone still exist in the repertoire of 
concert pianists today.  An 1857 review from The Musical World, an English publication, also 
describes the popularity of Mozart, Beethoven, Mendelssohn, Bach, and Handel but goes on to 
criticize the “virtuosi” who “play nothing but their own absurd fantasias.”  “Moscheles and 
Hummel, like Woelfl, Steibelt, Clementi, and Dussek, before them—all first-rate men in their 
way—are virtually shelved.”180  Sixty-year old Moscheles became depressed that he was 
neglected and forgotten despite still feeling that his music was so full of life.  Moscheles 
compared his current state to Hummel: Hummel was extremely popular, yet interest in his 
compositions waned as he aged and completely disappeared after his death.  Moscheles writes in 
his diary on the state of his career:  
I should write music on a larger scale for my instrument, were it not that I am convinced 
that people now-a-days will not care to play such compositions.  Only Beethoven’s, 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
180 The Musical World, June 6, 1857 (35:23), 364.  Cited in Kroll, Ignaz Moscheles, 143. 
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Mendelssohn’s, Schumann’s, and Chopin’s Concertos are now the fashion, Mozart and 
Hummel are completely ignored … Should the rats and mice want such food to gnaw, it 
shall not be music of mine as long as I am alive.181   
 
While Beethoven experiments with the Classical first movement model, Mendelssohn and 
Schumann further modify this model by removing the “redundant” opening ritornello to create a 
more symphonic work.  Liszt uses the same tactic, but breaks from the model further by 
highlighting the soloist even more, so the orchestra acts in “a supporting role in the fantasy-like 
world of the soloist’s creation.”182  So after the first generation of virtuoso concerto composers—
Dussek, Steibelt, Cramer, Wölfl, Hummel, Field, Ries, Kalkbrenner, and Moscheles—explored 
the limitations of the Classical concerto model, others like Mendelssohn, Schumann, and Liszt 
challenged the model in new ways. 
Ries’s career path seems to have followed Hummel’s and Moscheles’s: he began by 
studying with great and well-respected teachers, traveled across Europe as a virtuoso performer, 
settled down as a respected composer and teacher, and was summarily forgotten by posterity.  To 
be sure, the shadow of Beethoven’s work fell over many a composer, but it is surprising that 
despite Ries’s direct connection to Beethoven—Ries is the only musician who can claim the title 
as Beethoven’s pupil—Ries is not a more prominent musical figure.  However, after mentioning 
other virtuosos contemporary to Ries, the market for virtuoso pianists was not limited. As the 
title of this document suggests, Ries also seems to live in the limelight of Hummel’s 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
 
181 Charlotte Moscheles, Recent Music and Musicians as Described in the Diaries and 
Correspondence of Ignaz Moscheles, trans. A.D. Coleridge (New York: Da Capo Press, 1970), 
406.  Cited in Kroll, Ignaz Moscheles, 142-143. 
 
182 Lindeman, Structural Novelty, 25-6.  For more about the development of Schumann’s 
concertos see Macdonald, Robert Schumann and the Piano Concerto.	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accomplishments, at least in the eyes of history; though Ries’s concertos and other works do not 
live on in current concert life, their popularity in their time cannot be ignored.    
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Appendix: Models of Concerto First Movements183 
 
Beethoven: Piano Concerto No. 2 in B-flat, Op. 19 – I. Allegro con brio 
 
 R 1 S 1 R 2 S 2  R 3 / S 3 R 4 
R1:\P 1-16 
compound 
sentence 
16 I:PAC 
90-105 
soloist enters 
p, similar 
contour to P 
 213-229 in III  
P varied elides 
with material  
from TR1  
285-299  
293 
soloist enters  
 
R1:\TR1 16-40 àV 
40 V:HC MC 
63-81 varied in 
I 
   300-311 
311 I:HC 
 
S1:\TR2  106-127 àV 
127 V:HC 
MC 
    
R1:\S1 41-63 
abrupt shift to 
bIII 
56 4-#4-5  
57 V-lock 
  230-246 abrupt 
shift to IV 
  
S1:\S2  128-142 in V 
compound 
sentence 143 
V:PAC 
  312-326 in I, 
soloist joins 
320 
 
S1:\S3  143-148 
trills suggest 
end of S1 
  327-332, trills 
suggest end of 
S3 
 
S1:\S4  149-156 
abrupt 
digression to 
bIII 
  333-340 
digression to  
bVI 
 
EEC/ESC 63 I:PAC 143, 157 
V:PAC 
  327, 341 
I:PAC 
 
D.E.  157-197 
confirms V, 
ends on trills 
 246-284 
Developmental 
material similar 
to D.E. IV-V 
341-383 ends 
on trills 
 
R1:\C1 81-85 in I 
85 I:PAC 
     
R1:\C2 85-90 in I 
89 I:PAC 
 208-213 
confirms V 
  395-400 in I 
R2:\C4   198-207 in 
V, similar 
to TR1 
  384-394 in I 
394 cadenza 
 
Orch: Flute, 2 oboes, 2 bassoons, 2 B-flat horns, strings  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
183 These tables are based on a design by Steven J. Cahn to display information according 
to the approach by Hepokoski and Darcy’s Elements of Sonata Theory. 
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Beethoven: Piano Concerto No. 1 in C, Op. 15 – I. Allegro con brio 	  
 R 1 S 1 R 2 S 2 R 3 / S 3 R 4 
R1:\P1 1-16 simple 
sentence 
16 I:PAC 
  257-266 orch. 
tutti VàbIII, P 
8va motive 
266-281 soloist 
enters in bIII, 
ornamented and 
ext., P 8va 
motive 
346-354 in I   
S1:\P2  107-117 new 
theme in I 
117 I:PAC 
    
R1:\TR1 16-46  based 
on P, àV  
45 I:HC 
118-154 based 
on P, àV 
154 V:HC MC 
  353-369 
soloist enters 
in I  
369 I:HC  
 
R1:\TR2 73-85 àI, 
based on P 
8va motive 
 237-249 
in V 
  452-465 465 
cadenza  
S1:\TR3  174-182  
digression to 
bIIIàV 
  389-396 
digression to  
bVI 
 
R1:\S1 47-55 in bIII 
56-63 in iv 
63-72 in v 
155-162 in V,  
162-173 soloist 
varies 
  370-389  
377 soloist 
varies  
 
EEC/ESC 86 I:PAC (174) 182 
V:PAC 
249 
V:PAC 
 (389) 397 
I:PAC 
 
D.E.  191-204 in V 
205-237 varied 
by soloist, ends 
on trills 
237 V:PAC 
 281-303 8va 
motive ~P, bIII-
bvii-IV-I-iv-V 
406-452 in I, 
422 varied by 
soloist, ends 
on trills 
452 I:PAC 
 
R1:\C1 86-95 in I 
95 I:PAC 
182-190 in V   397-406 in I 
406 I:PAC 
466-471 in I  
471 I:PAC 
R1:\C2 95-99 in I 
99 I:PAC 
     
R1:\C3 99-106 in I, 
~P 8va 
motive 
105 I:PAC 
    471-478 in I 
477 I:PAC 
R2:\C4   249-256 
confirms 
V 
   
RT    304-345 V-v-i-
viio7/V-V7 
constant V 
pedal 
  
	  
Orch: Flute, 2 oboes, 2 C clarinets, 2 bassoons, 2 C horns, 2 C trombe, timpani, strings  
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Beethoven: Piano Concerto No. 3 in C minor, Op. 37 – I. Allegro con brio 
 
 R 1 S 1 R 2 S 2 R 3 / S 3 R 4 
R1:\P 1-16 in i 
simple sentence 
16 i:PAC 
111-130 
111-113 
Eingang 
flourish  
130 i:PAC 
 249-256 
based on 
Eingang 
 
309-316 in i 
317-325 
soloist enters 
and varies P 
 
R1:\TR1 17-24 iàIII 131-140 àIII  257-279 v-iv   
R1:\TR2 24-36 in III ~P 
material 
140-145 àIII     
R1:\TR3 36-48 iii-III 146-164 iii-III 
154 V-lock 
164 III:IAC 
237-249  
249 V:HC 
 326-340 V-I 
340 I:IAC 
 
R1:\S 48-57 in III 
58-60 àV/I 
61-69 in I 
70-74 in i 
164-184 in III, 
varied by 
soloist  
  340-362 in I  
EEC/ESC 74 i:PAC (186) 199 
III:PAC 
  (362) 375 
I:PAC 
 
R1:\C1 74-85 in I, ~P 
material 
104-111 in i 
109 i:PAC 
    403-416 in 
i 
416 
cadenza  
R1:\C2 85-98 in i 
98 i:PAC 
186-199 in III  
190 strays to 
bV 
  362-374 in I, 
366 strays to 
III  
 
D.E.  199-227 in III, 
based on P 
motive, ends 
on trill & 
scale 
227 III:PAC 
 280-290 
display iv-
bII 
375-403, 
based on P, 
ends on trill 
& scale 
403 I:PAC 
 
R1:\C3 98-104 in i 
104 i:PAC 
 227-237 III-
V/v 
   
RT    291-308 bass 
steps up 
chromatic 
scale G-C: 
iv-V-i 
  
Coda      417-443 in 
i, soloist 
continues 
with orch., 
~P material 
 
Orch: 2 flutes, 2 oboes, 2 B-flat clarinets, 2 bassoons, 2 E-flat & C horns, 2 trombe in C, timpani, 
strings  
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Beethoven: Piano Concerto No. 4 in G, Op. 58 – I. Allegro moderato 	  
 R 1 S 1 R 2 S 2 R 3 / S 3 R 4 
R1:\P 1-5 Soloist 
begins in I,  
6-14 orch in 
III, then I  
14 I:PAC 
  238-244 
fugato based 
on P motive 
253-266 in I, 
soloist begins 
ff, 258 orch. 
enters  
 
R1:\TR1 14-29 à V, 
similar to P 
89-96 in I 94 
soloist joins  
  266-275 
àbVI,  
270 soloist 
joins  
 
R1:\TR2 29-49 
sequence:  
29 ii-vi  
33 IV-iii  
37 I-iii 
134-156 
sequence:  
134 v-ii  
138 bVII-vi 
142 IV-V/V 
  301-323 
sequence: i-v, 
bIII-ii, bVII-
ii 
 
S1:\TR3  97-105 I-vi-v     
S1:\TR4  105-119 
digression to 
bIIIàV 
119 V:HC MC 
  275-286  
bVI-V 
 
S1:\S  119-134 in V, 
123 solo 
varies  
  286-301 in I  
290 solo 
joins  
 
EEC/ESC 68 I:PAC (174 V:IAC) 179 V:PAC   356 I:PAC 
R1:\C1 49-59 in I 157-170 in V, 
trills suggest 
end of S1 
170-174 
soloist briefly 
restates C1 
174-179 in 
V 
 324-337 in I, 
trills suggest 
end of S3 
337-341 
soloist briefly 
restates C1 
341-346 in I 
346 cadenza  
347-356 
soloist cont. 
w/orch. 
R1:\C2 60-68 in I 
68 I:PAC 
 180-188 in 
V 
   
R1:\C3 68-74 in I, 
elides into 
soloist entry 
74-89 Eingang 
similar to C3 
188-192 in 
V 
192-195 in 
bIII, similar to 
Eingang 
195-230 circle 
of 5ths 
 356-370 in 
I, soloist 
continues 
pp w/orch. 
S2:\N    231-238 in 
#iv-VI-V 
  
RT    245-252 V 
pedal 
  	  
Orch: Flute, 2 oboes, 2 C clarinets, 2 bassoons, 2 G horns, strings  
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Beethoven: Piano Concerto No. 5 in E-flat, Op. 73 “Emperor” – I. Allegro 
 
 R 1 S 1 R 2 S 2 R 3 / S 3 R 4 
Intro./ 
Eingang 
1-11 solo 
flourish on 
I-IV-V 
w/orch. 
107-11 
Eingang 
overlapping 
C4  
 264-276 
Eingang 
overlapping, 
àIII 
362-372 
flourish 
similar to 
Intro 
553-571 soloist 
w/~Eingang 
material 
R1:\P 11-23 in I 
orch. tutti 
17 P repeat 
23 I:PAC 
111-126 in I, 
varied 
 276-310 
statements of P 
in vi, iii, ii 
372-382 in I 
382 I:PAC 
 
R1:\TR1 23-29 àV 
29 V:PAC 
126-136 
àV/bVI 
  382-392 I-
IV (V/bVII) 
 
R1:\TR2 29-41 V-i 136-151 in 
V/bVI 
  392-408 in 
V/bVII (IV) 
 
R1:\S1 41-49 in i 
49-62 in I 
151-158 in 
bvi  
(enh. written 
as #v) 
159-167 in 
bVI 
  408-415 in 
bvii 
415-423 in 
bVII 
 
508-515 in i 
w/soloist 
516-529 in I 
w/soloist 
S1:\S2  167-184 in 
V, 174 
soloist joins  
  423-441 in 
I, 431 
soloist joins 
 
R1:\S3 62-78 in I, 
~P material 
 227-242 in 
V, ~P 
310-333 
octave runs, 
bassoon pedal 
moves 
chromatically* 
 484-496 in I, 
~P  
496-507 
written cadenza 
529-542 in I 
w/soloist 
R1:\S4 78-90 in I 205-209 in 
bVI, 
209-227 in 
V, ends on 
scales not 
trills 
242-254 
moves V-III 
 462-484 in 
bII (enh. 
#I), then I, 
ends on 
scales not 
trills 
 
EEC/ESC 90 I:PAC 227 V:PAC   441 I:PAC  
R1:\C1 90-99 in I 
I:IAC 
    542-553 in I 
w/soloist 
R1:\C2 99-102 in I 
102-111 
link to 
soloist 
entrance  
111 I:PAC 
184-205 in 
V 
254-276 
moves III-
V/III, elides 
to soloist 
333-362 acts 
as RT, III-V/I 
350 diversion 
to bVII  
441-462 in I 571-581 
Coda w/soloist  
*Italics indicate new material that does not correspond to the previous thematic material in the 
first column 
 
Orch: 2 flutes, 2 oboes, 2 B-flat clarinets, 2 bassoons, 2 E-flat horns, 2 E-flat trombe, timpani, 
strings 
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J.L. Dussek: Piano Concerto in F major, Op. 14 – I. Allegro 
 
 R1 S1 R2 S2 R3 / S3 R4 
R1:\P1 1-12 in I 
13-24 
repeated 
24 I:PAC 
   314-321 in I, 
tutti  
322-332 
extension 
 
S1:\P2  103-129 in I 
minimal orch. 
  333-359 in I, 
soloist enters,  
349-359 
display 
 
R1:\TR1 24-37 àV 
37 I:HC 
     
R1:\TR2 46-72 VàI 
66-72  V 
pedal 
     
S1:\TR3  135-147 IàV       
S3:\TR4     361-366 
remains in I 
 
R1:\S 38-46 in V 
46 V:PAC 
147-159 in V 
179-186 in V 
  367-376 in I  
S1:\D.E.  159-179 in V      
EEC/ESC (73 I:IAC) 186 V:PAC   376 I:PAC  
R1:\C1 73-89 in I, 
based on P1 
motive 
     
R1:\C2 89-102 
repeatedly 
confirms I 
with IV-V-I 
cadences 
129-134 orch 
tutti with 
motive from 
C2 confirms I 
133 I:PAC 
 231-238 new 
theme in V 
238-250 in V 
250-262 V-I-
V/vi 
263-275 in vi 
275-314 acts as 
RT vi-V/V-V/I 
359-360 in I 
tutti confirms 
I as in S1 
398-407 in I 
S1:\C3  186-215 in V, 
display by 
soloist 
  376-398 in I, 
display by 
soloist 
 
R2:\C4   215-230 in 
V 
   
 
Orch: 2 oboes, 2 F horns, strings 
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J.L. Dussek: Piano Concerto in G minor, Op. 49/50 – I. Allegro 
 
 R1 S1 R2 S2 R3 / S3 R4 
R1:\P1 1-9 in i 
9-25 varied 
repeat & ext. 
97-112 in i, 
based on ext., 
acts as C but 
ends on i:HC 
(113-126 
Eingang) 
 
311-315 
abruptly in 
new mode 
iii, varied 
339-352 
Eingang-like in 
III 
467- 473 in i, 
tutti 
474-489 soloist 
enters Eingang-
like in i 
609-626 in i, 
similar to 97-
112, but 
confirms i  
(612-616 soloist 
interjects) 
R1:\P2 25-31 in i 
31 i:IAC 
     
S1:\P3  127-134 in i 
134-142 varied 
repeat 
142 i:PAC 
  490-500 in i  
R1:\TR1 31-43 iàIII      
R1:\TR2 43-60 àIII 
60 III:IAC 
 316-338 in 
iii, 
extension 
337 iii:HC 
   
R1:\TR3 74-97 IIIài 
97 i:IAC 
     
S1:\TR4  142-159 iàV 
159 V:HC 
  500-517 in i, 
ends abruptly in 
VI 
 
S1:\TR5  160-179 
abruptly in III 
180-217 repeat 
in iii, VII 
(enh.), bV, III 
    
R1:\S1 60-74 in III, 
initially based on 
P1 
74 III:PAC 
  353-366 new 
theme in III 
  
S1:\S2  218-230 in III 
231-243 varied 
repeat 
  518-529 in VI 
530-548 in I 
but end on 
i:PAC 
 
EEC/ESC  243 III:PAC   548 i:PAC  
S1:\C1  243-310 in III, 
displayàtrills 
 367-374 in III, 
similar to C1 
548-609 in i, 
displayàtrills 
 
S2:\D.E.    374-417 
sequences in 
solo 
417-467 bass 
steps up GàD 
  
 
Orch: 2 flutes, 2 B-flat clarinets, 2 bassoons, 2 B-flat horns, 2 C trombe, strings 
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J.N. Hummel: Piano Concerto in A-flat, Op. 113 – I. Allegro moderato 
 
 R1 S1 R2 S2 R3 / S3 R4 
R1:\P 1-23 in I 
compound 
sentence 
23 I:PAC 
 
82-89 link 
using P 
89-110 in I, 
soloist 
ornaments P 
110 I:PAC 
 240-253 in V 
253-264 in v 
264-268 àbIII 
(enh.) 
269-291 in bIII, 
solo display w/ 
orch. 
developing P 
314-343 
soloist states 
P 
336 
diversion to 
bII (enh.) 
 
R1:\TR1 23-36 IàV 
based on P 
36 I:HC 
 214-223 in 
V 
   
S1:\TR2  110-122 
Iàvi 
  343-368 
stays in I 
 
S1:\TR3  122-160 in 
vi-bIII 
(enh.)-V 
160 V:IAC 
    
R1:\S1 36-49 mode 
shift to i 
 234-240 link 
similar to S1 
àv 
   
R1:\S2 49-72 
returns to I 
160-185 in 
V, highly 
ornamented 
 291-302 àvi 
soloist display 
w/ orch. 
developing S2 
369-401 
remains in I 
 
EEC/ESC 82 I:PAC 185 V:PAC   401 I:PAC  
S1:\D.E. 1  185-214 
touches on 
variety of 
keys but 
confirms V 
    
S3:\D.E. 2     401-432 in I  
R1:\C1 72-82 in I 
 
     
R2:\C2   223-234 
based on P 
motive 
234 V:PAC 
   
R4:\C3      432-441 
based on P, 
soloist 
continues 
w/display 
S2:\RT    302-314 uses P 
motive to àI 
  
 
Orch: 2 flutes, 2 B-flat clarinets, 2 bassoons, 2 A-flat & E-flat horns, 2 E-flat trumpets, timpani, 
strings  
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Ries: Piano Concerto No. 6 (2) in C, Op. 123 – I. Allegro con spiritoso 
 
 R1 S1 R2 S2 R3 / S3 R4 
R1:\P 1-14 in I 
15-22 
repeated f 
22 I:IAC 
87-100 P 
varied by 
soloist 
 226-236 
orchestra 
continues with 
P motive in i 
319-326 in I 
326 I:IAC 
 
R1:\TR 1 23-30 à 
V/VI 
100-118 à VI, 
with some P 
motives 
  326-348 in I  
332 soloist 
enters 
361-367 
varied 
 
R1:\TR 2 30-43 
V/VIà VI 
42 VI: HC 
     
R1:\TR3 56-62 
VIàI 
     
S1:\TR 4  118-143, à VI 
143 VI:IAC 
    
R1:\S1 44-55 in 
VI 
143-161 in VI   349-361 in I  
S1:\S2  185-196 in 
bII/VI 
  391-402 
digression to 
bII 
 
S1:\ D.E. 1 
(transition) 
 161-185, VIà 
bII/VI  
  367-390,  
moving to bII 
 
S1:\D.E. 2 
(closing) 
 196-210, pedal 
on V/VI 
 236-250 
Eingang-like 
soloist entrance 
moving to v 
402-414, 
soloist moves 
back to I, V 
pedal 
414 I:PAC 
 
S2:\D.E. 3 
(development) 
   276-318, 278 
cadenza-like 
section  
281-318 
functions as 
RT 
307 V pedal 
  
EEC/ESC 69 I:PAC  210 
vi:PAC 
 367 I:PAC  
R1:\C 1 63-69 in I      
R1:\C 2 69-86 
orch. fades 
out 85 
I:HC 
    414-436, in I,  
424 ad lib 
cadenza   
R2:\C3   210-225 
mode 
change 
vi 
251-276, new 
theme, 
digression to v 
  
	  
Orch: flute, 2 oboes, 2 C clarinets, 2 bassoons, 2 C horns, 2 C trombe, timpani, strings  
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Ries: Piano Concerto No. 4 (3) in C minor, Op. 115 – I. Allegro 
 
 R1 S1 R2 S2 R3 / S3 R4 
R1:\P 1-26 
evades any 
i:PAC 
26 i:HC  
76-88 
Eingang 
w/orch. based 
on P 
88-110 
ornamented 
 224-234 ~P 
motives in 
orch. 
w/ornaments 
234 written 
cadenza 
278-290 tutti 
orch. in I, 
abbrev. 
statement of P 
 
R1:\TR1 27-44 àIII 
43 III:HC 
     
S1:\TR2  110-130 
iàIII 
116 V/III 
pedal 
  290-296 
soloist enters 
ivàI 
296 I:PAC 
 
R1:\S1 45-62 in 
IIIài 
58 V pedal 
130-150 in III 
138 winds 
state S1 
w/solo acc. 
  297-313 in I  
S1:\S2  151-160 
digression to 
bV 
    
EEC/ESC (62 i:IAC) 160 III:PAC   313 I:PAC  
S1:\D.E. 1 
(closing) 
 160-196 in III 
ornamentation 
over V-I 
  313-331 
ornamentation 
over V-I ends 
in mode shift 
331 i:PAC 
332-348 in i 
display 
 
S2:\D.E. 2 
(development) 
   235-270 
based on C1 
motive 
v-ii-vi 
  
R1:\C1 62-75 in i     359-364 
mode 
change, ends 
in I 
R2:\C2   197-208 
in III, f 
tutti orch. 
  349-355 in i 
R2:\C3   209-224 
in III, p cl, 
hn, str 
   
RT    270-277 ài 
~P material 
  
 
Orch: flute, 2 oboes, 2 B-flat clarinets, 2 bassoons, 2 E-flat horns, 2 C trombe, timpani, strings  
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Ries: Piano Concerto No. 2 (4) in E-flat, Op. 42 – I. Allegro con brio 
 
 R1 S1 R2 S2 R3 / S3 R4 
R1:\P1 1-17 avoids 
firm sense of 
tonic, 
~introductory 
17 I:PAC 
  205-226 new 
theme in bIII 
254-267 not 
in I, seems to 
be in vi 
261 soloist 
joins w/trills 
 
S1:\P2 Eingang  80-100 
Eingang 
128 cadenza 
(contains 
similar 
material) 
    
R1:\TR1 17-25 IàV    278-286 in I 
tutti orch. 
 
R1:\TR2 25-36  
34 V:HC 
34-36 shift to 
vi 
     
S1:\TR3  100-128 
display 
elements, 
never confirms 
tonic Iàv 
128 v:HC 
  286-307 
digression to 
IV  
294àI 
 
R1:\S1 36-46 in vi 
46-58 in ii 
58-66 in I 
58 I:PAC 
129-150 in v, 
solo on trills to 
start, then 
ornamened 
  267-278 in I 327-336 in I 
S1:\S2   150-159 
digression to 
bIII 
    
EEC/ESC  159 V:PAC   278 I:PAC  
S1:\D.E. 1 
(closing) 
 159-179 
confirms V, 
minimal orch. 
  307-327 in I, 
minimal 
orch. 
 
S2:\D.E. 2 
(development) 
   226-238 in #ii 
(mode shift 
from bIII) 
238-254 in 
iv---cyclic 
  
R1:\C1 66-72 in I     336-342 in I 
R1:\C2 72-80 in I link 
to S1, p orch. 
     
R2:\C3   179-205 in 
V 
   
 
Orch: flute, 2 B-flat clarinets, 2 bassoons, 2 E-flat horns, 2 E-flat trombe, timpani, strings 
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Ries: Piano Concerto No. 3 (5) in C-sharp minor, Op. 55 – I. Allegro maestoso 
 
 R1 S1 R2 S2 R3 / S3 R4 
R1:\P1 1-19 in i, 
avoids tonic  
19 i:IAC 
  225-259 
new theme 
in III 
301-310 in i, 
tutti orch. 
 
R1:\P2 19-26 in i 
26 i:IAC 
73-102 in i 
Eingang-
like 
    
R1:\TR1 26-33 àIII      
R1:\TR2 44-55 IIIài    310-330 in i,  
soloist joins 
 
R1:\S 33-44 in III 128-146 in 
V (enh. A-
flat) 
  330-348 in I 
(enh. D-flat) 
 
EEC/ESC 55 i:PAC 146 V:PAC 
(enh. A-flat) 
  348 I:PAC 
(enh. D-flat) 
 
S1:\D.E. 1 
(transition) 
 102-128 
iàV (enh. 
written in 
A-flat) 
    
S1:\D.E. 2 
(closing) 
 146-194 in 
V 
177 
digression 
to (bVI/V) 
  348-364 in I 
364-403 in i 
376 
digression to 
VI 
 
 
S2:\D.E. 3 
(development) 
   259-282 iii-
V/IV (enh. 
D-flat) 
291-301 ài 
  
R1:\C1 55-65 in i     403-414 
in i 
R1:\C2 65-73 in i, 
orch. dim. 
  282-291 in 
IV (enh. G-
flat) 
  
R2:\C3   194-224 
confirms 
V 
   
 
Orch: flute, 2 A clarinets, 2 bassoons, 2 E horns, 2 C# trombe, timpani, strings  
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Ries: Piano Concerto No. 5 (6) in D, Op. 120 “Concerto Pastoral” – I. Allegro 
 
 R1 S1 R2 S2 R3 / S3 R4 
R1:\Intro 1-26 in I 
continuous 
V pedal 
26 I:PAC 
(73-94 
Eingang) 
 
 294-305 in I, 
acts as RT 
(319-325 
~Eingang) 
 
R1:\P 26-37 in I 
simple 
sentence 
37 I:PAC 
95-106 in I  216-240 orch. 
tutti develops P 
in bIIIàvi 
240-285 soloist 
joins on trills in 
VI, develops P 
vi-v-iv-i 
306-319 
soloist and 
orch. state P 
in I  
 
 
R1:\TR1 37-50 I-vi-
V 
     
R1:\TR2 50-64 in V, 
similar to P 
    369-377 in I, 
orch. tutti, 
similar to P 
S1:\TR3  106-122 IàV     
S1:\S1 * 123-132 
abruptly in 
bIII 
    
S1:\S2  157-176 back 
in bIII 
  325-338 in I  
EEC/ESC  176 bIII:PAC   338 I:PAC  
S1:\D.E. 1 
(transition) 
 133-156 mode 
changeàbiii 
    
S1:\D.E. 2 
(closing) 
 176-204 
confirms bIII 
  338-369 in I  
R1:\C1 65-73 in I, 
similar to 
P, orch. 
dim. 
  286-294 in I, 
w/V pedal in 
bass 
 377-385 in I, 
similar to P 
R2:\C2   205-215 
sudden V 
chord, 
but then 
confirms 
bIII 
   
*No S theme in R1 
 
Orch: flute, 2 A clarinets, 2 bassoons, 2 D horns, 2 D clarini, timpani, strings  
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Ries: Piano Concerto No. 7 in A minor, Op. 132 “Abschieds-Concert von England” – I. Grave-
Allegro con moto 
 
 R1 S1 R2 S2 R3 / S3 R4 
R1:\Intro 1-11 in i 
11 i:HC 
12-19 Allegro 
continues intro 
motive in i 
   345-352 in i 
tutti orch. 
 
R1:\P1 19-37 in i, 
elides into TR1 
37 i:PAC 
   353-366 in i, 
tutti orch. 
states abbrev. 
P1, ends on 
dim7 
 
 
S1:\P2  97-125 
surprising 
mode shift to I 
 270-280 in 
bVII 
281-300 
altered P2 
in bVII 
366 lengthy 
written-out 
cadenza 
contains P2 
426-438 in I, 
soloist enters, 
similar to opening 
bars of P2 + new 
display 
R1:\TR1 37-51 iàIII 
51 III:PAC 
    438-452 in I, orch. 
tutti 
S1:\TR2  125-152 
iàIII:HC 
    
R2:\TR3   253-270 III-bV-
bVII uses some 
motives from S 
   
R1:\S 51-67 in III 153-164 tutti 
orch. in III 
165-190 
soloist in III 
172 digression 
to bVI/III 
  367-384  
IV-V-I 
 
 
EEC/ESC  190 III:PAC   384 I:PAC  
S1:\D.E. 1 
(closing) 
 190-230 in III, 
204 digression 
to bVI/III 
  384-411 in 
Iài, 400 
digression to 
bVI 
 
S2:\D.E. 2    301-345 
bvii (#vi 
enh.)-V-
#iiiài 
345 i:HC 
  
R1:\C1 67-79 in i  230-252 in III   412-422 in I, orch. 
tutti 
 
R1:\C2 79-83 in i,  
83-96  extension 
similar to intro 
    422-425 in I, with 
soloist 
 
Orch: 2 flutes, 2 oboes, 2 A clarinets, 2 bassoons, 2 A & C horns, 2 C trombe, strings
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Ries: Piano Concerto No. 8 in A-flat, Op. 151 “Gruss an den Rhein” – I. Allegro con moto 
 
 R1 S1 R2 S2 R3 / S3 R4 
R1:\P 1-27 in I 
27-39 varied 
repeat in I 
elides with 
TR1 
(89-100 
Eingang in I) 
100-140 in I 
 327-383 
developing P 
in bIII (enh.)-i 
383-394 in 
bIII 
395-431 
suddenly in I,  
410 soloist 
joins  
493-501 in I 
 
R1:\TR1 39-61 àV 
61 V:IAC 
     
R1:\TR2* 77-89 
vii°6/5àI 
89 I:HC 
     
S1:\TR3  168-178 in i, 
tutti orch. 
    
R2:\TR4   284-296 
statements 
of P in vii, 
IV, bVII 
(#VI) 
   
R1:\S1 61-77 in V, 
ends on 
vii°6/5 
     
S1:\S2  178-201 in 
iii 
201-216 in 
III 
  431-444 
mode shift to  
i 
444-454 back 
in I 
 
EEC/ESC  216 III:PAC   454 I:PAC  
S1:\D.E. 1 
(transition) 
 140-168 
IàV 
  501-525 in I  
S1:\D.E. 2 
(closing) 
 216-246 in 
III 
  454-465 in I  
S1:\C1  246-264 
mode shift to  
iii 
  465-474 in I  
R2:\C2   264-284 in 
iii, similar 
to P 
 
  525-542 in I, 
orch. tutti 
S2:\N    296-327 in 
bIII (enh.) 
475-493 
sudden 
diversion to 
bVI (enh.) 
 
*Appears to resemble a closing theme but does not confirm tonic, just leads to the soloist’s 
Eingang 
 
Orch: 2 flutes, 2 B-flat clarinets, 2 bassoons, 2 E-flat horns, 2 E-flat trombe, timpani, strings  
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Ries: Piano Concerto No. 9 in G minor, Op. 177 – I. Allegro 
 
 R1 S1 R2 S2 R3 / S3 R4 
R1:\Intro 1-7 strings 
step down 3-
2-1 
(79-105 
Eingang 
w/orch.) 
  312-323 in i 
soloist 
enters, 
similar to 
Eingang 
 
R1:\P 7-37 in i 
37 i:PAC 
106-122 orch. 
states P in i, 
110 soloist 
continues 
phrase  
122 i:IAC 
  296-312 in 
i, tutti orch. 
 
R1:\TR 37-47 àIII 
47 III:PAC 
122-145 iàvii     
R1:\S 47-57 in III 
57-67 in I 
145-178 in 
bII, III 
  324-341 
mode 
change to I, 
soloist trills 
 
S1:\D.E. 1 
(closing) 
 179-196 
reinforces III 
  342-360 in I 370-382 
soloist enters 
w/new display 
S2:\D.E. 2 
(development) 
   254-296 
dim. chords 
& variety of 
keys RTài 
  
EEC/ESC 67 I:PAC  197 
iii:PAC 
  360 I:PAC 
R1:\C* 67-79 in i  197-212 
in iii 
  360-369 in I, 
tutti orch. 
confirms tonic 
382-387 in I, 
tutti orch. 
confirms tonic 
S2:\N1    213-224 
new theme 
in bV 
225-233 in 
#VI 
  
S2:\N2    233-253 
another new 
theme in 
#VI 
  
*Like Op. 151 this does not confirm the tonic until R4, functions transitionally in R1 and R2 
 
Orch: 2 flutes, 2 B-flat clarinet, 2 bassoons, 2 G horns, 2 D trombe, timpani, strings 
 
